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HAUMOHAAbHOE U TPAHCHALUWOHAAbHOE
B UICTOPUYECKOW PEUETNUUN NMACTOPAAbHDbIX )XAHPOB

071acTh JKaHPOB XY/I0KECTBEHHOU KYIlb-

TYpbl Ja€T SApKUE MPUMEPHI TUAJIEKTH-

YEeCKOT0 B3aMMOJCHCTBUS HAITMOHAIb-
HOTO M TPAaHCHALIMOHAJIBLHOTO B HCKYCCTBE.
PaccmoTpuM HEKOTOpblE M3 3TUX IPOLECCOB,
00paTUBILUCH K nacmopanu — *KaHpy YHUKaJb-
HOMY B €BPOIIEHCKON KYJIBTYpE YK€ IO JI0JITOJIe-
THUIO CYILIECTBOBAHUS: TOIBKO 3a(pUKCUpOBaHHAS
€ro UCTOPUS HACUUTHIBAET JBA/ILATH TPU BEKa.

JIpeBHOCTh U JUIMTENBHOCTh CYIIECTBOBA-
HUS IaCTOPaIN, HECOMHEHHO, IeTEPMUHHIPOBA-
HbI IITYOMHHBIM €€ KOPHEM — apXETHUIIOM IacTy-
1IeCTBa, OOIIMM I Pa3HbIX U OYEHb MHOI'MX
3THOCOB. [lacTyXx u mactyuiecTBo, CBsI3aHHBIE C
JPEBHEHIINM THIIOM YEJIOBEYECKON KYJIBTYPBI,
3arevyaniench B BEPOBAHUAX Pa3HbIX HAPOJIOB
Mupa. [ cTaHOBIIEHUSI €BPONEICKOro MacTo-
paNbHOrO XKaHpa Belylllee 3HaYeHIE UMEJIU JIBa
HCTOYHHKA (B CBOIO OU€pe/ib HEOJHOPOIHBIX 110
reHesncy). llepBelif — 3TO Tpaguius IpeBHE-
rpedeckas, Bocxoasiast K Mugonaoruu, popmu-
pyrolas B UCKyCCTBE 00pa3 «IacTyXa-mod3Tay.
Bropas — Tpagunus XpucTHaHcKas, BOCXOJS-
mas K OuOnelckuM KOpHAM, (opMupyromas
obpa3 «lIlacteipst [loObporo». Baxkna Ttaxxke
POJIb TPETHETO KOMIIOHEHTA, KAaKOBBIM Ha pas-
HBIX 3Tarax UCTOPUH MAaCTOpPaId CTAHOBWINCH
MECTHbIE, MOYBEHHbIE KYJIBTYPHbIE TpaJULIUU
TOTO WJIM UHOTO PErvoHa.

B eBponelickoM HCKYyCCTBE MacCTyIIECKast
00pa3HOCTb SABJISETCS OJHON U3 JIEUTTEM, IPOU-
HO YKOPEHMBILKCH €1Ba JIU HE CO BPEMEH CTa-
HOBJIEHUs1 caMoro uckyccraa. [lactyxu, urpato-
1I[1e Ha IEBHUIIE, TIOSABISAIOTCS yxe B «nuane»
T'omepa (Ilecup XVIII, ct. 525-6) u npoxonsr
yepe3 BCIO UCTOPHIO XyJ0KECTBEHHON KYIBTY-
pbl. CBOM BapuaHThI NACTyLIECKONH 00pa3HOCTH
co3aaéT, koHeuHo, u (Gonpkiaop. Ho Bc€ 310 —

MIPEbICTOPUS KaHpa MacTOPaIN, TeHETUYECKU
CBSI3aHHOTO ¢ MHU(OJIOTHEHN, BIIOCOM, apXauye-
CKOM OOpsA0BOCTHIO, (DONMBKIOPOM. BBUTO OBI
HEBEPHO OTOXKJIECTBIISATH ATOT )KaHP COOCTBEH-
HO C «IACTYILIECKOI» TEMATHUKOW, TaK K€ KaK
MOCJIEJIHIOI0 — JIMIIb C KaHPOM NacTOpasu:
OHHU HE CBOIATCS ApYT K Apyry. OhopMUBLINCH
B 0COOBIH KyJIBTYpPHO-UCTOPUYECKHUNA (PEeHO-
MEH €BPOIEHCKOro HCKYCCTBa, NAaCTOpalib, KaK
m000H JKaHp, 3amedyariieBaeT B ce0e HEKYyIo
«UACI0», ONPEACIEHHBIN aCEKT XYI0KECTBEH-
HOM «KapTUHBI MUpa», HEOE3pa3IMYHO BOC-
MOJIB30BABIINCH TPU ATOM TPAJAUIUOHHBIMU
MOTHUBAMHU U TOIIOCAMU «IACTYLIECKOW» TeMa-
THUKU — HE TOJBKO B KaUECTBE MEPBUYHOTO Ma-
Tepuala, Ho U EMKUX cuMBoJIoB. [lepernasiss
apxetunmyeckrie (HOpMbl CO3HAHHS C HOBBIMHU
(bum0coPCKO-3CTETUYECKUMU TIPEICTABICHUS-
MH TOW WJIA MHOW 3IOXH, CTPaHbl, NAaCTOpajb
TBOPUT B KOHTEKCTE EBPOINEUCKON XyJqoxe-
CTBEHHOW KYJIBTYpPhl CBOIO COOCTBEHHYIO BCE-
neHHyto. «Mnero xaHpa» MOXKHO Ha3BaTh TaK-
K€ CEMaHTHYCCKUM HHBAPHAHTOM WU JIaXKe,
TOYHEE, «KOJOM», MO-pPa3sHOMY pacHIM(PpPOBBI-
BAaEMbIM Pa3IMYHBIMU MIOXaMHU U KYJIBTypaMH.

Panee «kaHpOBBIA KOI» MacTopanu Obul
0003Hau€H MHOIO C MOMOIIBI0 (POPMYIIBI «Ue-
JoBeK U mpupoaay [2]. KoMmoHneHTsl uenosek
U npupooa He BBICTYIAIOT B 3TON (opMyIie Kak
onmno3uuus. Hampotu, 3TO OTHOLIEHUS B3a-
UMOCBSI3M, HWHTEPIPETANUs KOTOPOH MOXKET,
OZIHaKO, BEChbMa PAa3HUTHCS B Pa3IUYHBIX TH-
[ax ¥ pasHOBHUJIHOCTSIX MAcTOPAJiU: YEJIOBEK B
KOHTEKCTE HPHUPOJIbl, ECTECTBEHHOE HA4yallo B
YeJIOBEKE, €ro «4yBCTBO MPUPOIL» U T. 1. Ba-
puabeIbHOCTh CO/IEPIKATENBHOIO HaIOJIHEHUS
«GKaHPOBOTO KOZ[a» MacTopaju CBs3aHa, B Iep-
BYIO OYepe/b, C EMKOCTbIO U W3MEHUYUBOCTHIO
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TOHSTHUSI IPUPOJIBI, BHOBb M BHOBb OCMBICIIH-
BAaEMOT0 KyJBTYpOH M MCKYCCTBOM, OCHOBHOE
Ha3HaYCHUE KOTOPOTo emé ApUCTOTENh OIpe-
JIeJIAJ KaK «roapaxanue npupozae». Ho uto ta-
KO€ «IPUPOa» B UCKYCCTBE U KaK OHA COOTHO-
CUTCS C «KYJIBTYpOi»? DTH U ApyTHEe BONPOCHI,
cTofAIINE B IIEHTPE (HUII0CcOPCKO-ICTETUYECKOM
poOIeMaTHKH Ha IPOTSHKEHUH BEKOB, MTO-CBO-
€My TPeJIOMIISUTHCh B XYIOKECTBEHHOW MMMa-
HEHTHOCTH MACTOpPaJH, YTO TaKXKe SBISIOCH
OIHOM W3 TPUYMH aKTyaJbHOCTH JXaHpa JUIs
pa3IMYHBIX AMO0X W HAWOHAJBHBIX KYJIBTYD,
€r0 YIUBUTEIHFHON KU3HECTIOCOOHOCTH M JIJTH-
TEJIHOCTH CYIIIECTBOBAHMSI.

HanponanbHbie acmeKThl B UCTOPHUU YKaH-
pa mactopalu TPOCIEAWTh HE TaK IPOCTO,
MIOCKOJIbKY MCTOPHUYECKH TOABIKHO CaMO SIB-
JICHWE «HAIMOHAJILHOTO» — HE TOJBKO B IJIAHE
reHesmca, reorpauueckoil M TOCYIapCTBEH-
HOW «IPUBS3KM», HO U €r0 COJAePKATEIHHOTO
HarojHeHust'. OJHAKO B JIAHHOM cCliy4ae Hac
OyIyT MHTEpecOBaTh HAIMOHAJIBHBIE KYIBTYp-
HbIE ¥ COOCTBEHHO XYIOXXECTBEHHBIC TPaIH-
1K, 00JIaAaroOIINe CBOMM, HCTOPUIECKH cPop-
MHUPOBABILINMCS] CBOEOOpa3UEM.

Uro kxacaercsi MOHATHUSI «TPAaHCHAIIMOHAIb-
HOTO», TO OHO TpeOyeT OTAEIHHOTO pa3bsic-
HeHus. CeromHsi 3TO MOHITHE TECHO CBSI3aHO
C TIpoleccaMd MHPOBOI SKOHOMHKH, YTO OT-
pakaeTcsi, MPEekKJe BCETo, B CIOBOCOYCTAHUH
«TpaHCHAI[MOHAIbHAS KOMITaHUS  (KOpIopa-
us)» — TO €CTh BJaJCIONIas 3apyOeKHBIMHU
aKTHUBAaMH, MPOW3BOJICTBEHHBIMH TIO/Ipa3/ieie-
HUSIMH B IpyTUX cTpaHax. Ho moHsATHe «TpaHc-
HAIMOHAJIFHOTO» HE CBOAMTCS, KOHEYHO, JIUIIb
K 3ToMy cmbiciy. OHO oOmamaer u APYrHMHA
3HAUYEHUSIMH B CHJIy MHOTO3HAYHOCTH TIEPBOU
YacTH STOTO CJIOBa — MPHUCTABKU «TpaHC-». B
JATUHCKOM SI3BIKE €CTh JECSTKH CJIOB C JTOU
npuctaBkoil. Cpenyu OCHOBHBIX €€ 3HaueHUIl:
1) pacronokeHue 1Mo Ty CTOPOHY, 3a Mpezesa-
MU 4ero-inbo; 2) IBUKEHUE Yyepe3 Kakoe-1100
MPOCTPAHCTBO, €r0 MepecedeHue; 3) nepeaayda
yepes, MoCpecTBOM uero-inbo. Bee atu 3Ha-
YCHHUS TIPOCTIUPYIOTCS U HA TIOHATHE «TPaHCHA-
[IMOHAJIBHOE», B TOM YHCIIE TPUMEHUTEIHHO K
o0nacTu KaHpOB.

Tak, B OTHOIIEHUH TOATHYECKOH TacTOpain
HCCIIEIOBATEIN TOBOPST y’KE O MPEEeMCTBEHHO-
ctu «bykomuk» Beprunus ot «Mnummuiny de-
OKpUTa, OTMEYasi MPU ITOM OTIMYUS PUMCKOMN
MOJIEH OT TPEYECKOM.

B o0nactu My3bIKkaabHON NAaCTOPAIU SIPKUM
MIPUMEPOM TPAHCHALMOHAJIBHBIX MPOILIECCOB B
HCTOPUM KaHpa SIBISETCS aKTUBHOE IPOHUK-
HOBEHHE PEHECCAHCHOTO Madpueana, chopmu-
poBasierocs B tanuu, B My3bIKalIbHYIO KyJb-
Typy Apyrux crtpad. Manpuranom B Uranuu
yBJIeKanuch yxe B XIV Beke, HO pacuBET €ro
MPUILENCS, KaK U3BECTHO, HA 3IOXY MO3IHEr0
Bozpoxaenust, korja nosBisitoTcst J1€CATKU Thl-
cs14 00pasIoB.

ObasiHie WTaJbSHCKOIO Majpuraiga ObUIO
CTOJIb BEJIMKO, YTO OH PAHO CTall paclpocTpa-
HATBCs 1o EBpome. B konne XVI — nHauane
XVII BB. Maspurai 3a npenenamu ramnm oco-
00l MOMyYJIAPHOCTHIO MOJIB30BAJICS B AHIVIMU —
B €JIN3aBETHMHCKHUM NEepUol MoabEMa KyJbTypbl
1 UCKYCCTBA, COBIIAB C PaCLBETOM aHIJIUHCKOTO
coHeTa. BaxkHyro posb Jid pa3BUTHS KaHpa
CBITPAJIO MOSIBJIEHUE AHTOJOTUI MaJpUrayoB,
MIPEUMYIIECTBEHHO HUTAIbSIHCKUX C aHIVIMMNA-
CKUMH TeKcTamMH. W mepBbIM TaKUM H3JJaHUEM
ctan cOopHUK, omyOnrkoBaHHbINA B 1588 1. Hu-
xoacoM MOHroM (COBMECTHO ¢ HOTOIEUATHH-
koM Tomacom Mcrom) mon HazBanueM «Musica
transalpinay. O0patumM BHUMaHHE HAa 3TO Ha-
3BaHue. Pumisine emé co BpeméH llunepona
u IOmus Le3apst ynmoTpebmnsimu ciaoBo «trans-
alpinus» (3aaJIBNHUICKUI) O OTHOIICHUIO K
yacTu ['ajumm 1o Ty CTOpoHYy AJIBII — TO €CTh
otHocuTeNnbHO Puma. CooTBETCTBEHHO, TEPPU-
TOPUS U KUTEIU «I10 3Ty CTOPOHY AJIBI» 000-
3HAYaIUCh «cis-alpinusy. B AHrmio utanbsH-
CKMI MaJipuraj MpUXOIUT, repecekast AJIbIIbl,
1 TOT TPAHCHALMOHAJIBHBIM CMBICI OTPa3HIICS
B Ha3BaHUM. Ajanrtanus WHOHAIIMOHAJIbHOIO
YKaHpa HAYMHAJIACh C SI3bIKA TEKCTOB UTAJIbSH-
CKHX 00pa3lioB U MOJAXBaTbiBajach COOCTBEH-
HbIMM COYMHEHMSIMH aHIVIMYaH B 3TOM CTHUIIE.
OnHako UWTaNbSHCKUM MaJpuraix COXpPaHsI
3HaueHue opueHtupa. [lomymspHocTh *kaHpa
Bo3pactasia. B 1590 r. Beixonut cOopuuk Toma-
ca YorcoHa «ltalian Madrigalls Englished...»,
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B 1597 r. Monr u Mcr, Haziesich HOBTOPUTD yCIIeX
[epBOro COOPHUKA, BBIMTYCKAIOT BTOPYIO KHUTY
«Musica transalpina». B 1601 r. Uct ny0nuky-
€T NMoAroToBiIeHHY Tomacom Mopau aHTONO-
ruro aHmmickux magpuranoB «The Triumphs
of Oriana» (B uects EnuzaBetsl 1), HO co3nana
oHa ObLTa MO 00pa3Ily UTABSTHCKOTO COOpPHHKA
«lI trionfo di Dori» (u3nan Anmxeno I'apgano
B Beneuun, 1592). Bek anmmiickoro majpu-
rajia ObUI SIPOK, HO HENIOJIOT, U B HaJaJie MpaB-
nenus Kapna I, kak numer P. Pomnan, «crapoe
MaJIpUrajibHO€ UCKYCCTBO HMCYUE3JI0» BMECTE CO
CMEPTHIO KPYIMHEHIINX MaJpUTaluCTOB, IIO-
cienHss myOnukanus cOOpHHKA MaJpUralioB
coctosiack TaMm B 1639 roxy [4, c. 177]. Ho un-
Tepec K Maapuraity B AHINIMK HE ObLI yTpaueH
BOBCE — €CJIM U HE B IUIAHE CO3JJaHUS HOBBIX 00-
Pa3LoB KaHpa, TO B IUIAHE UCTIOJIHEHUS U ITepe-
W3JIaHUS CTapbIX, JOCTATOYHO YIOMSHYTH J10JI-
roe cyuiecrtsoBanue B JIoH70He crienuaibHOro
Madrigal-Society, 3aHumaromnierocst 3Toil nes-
TEIBHOCTHIO. [[aHb MaipUraibHOM MOJIE OTAAIN
B CBO€ BpPEMsI MHOTHE KOMIIO3UTOPBI, U3 YUCIIA
Hanbosee M3BECTHBIX AHMIMHUCKUX Majpura-
muctoB — Tomac Mopnu, JIxaiinc dapaa0wu,
Jxon ®@apmep, Txopmx Képou, Tomac Yuike,
Jlxon Yunbu u apyrue. Ilpu 3Tom Ha nHOI Ha-
LIMOHAJILHOM IMOouYBe HaOIIOHaeTCsl ONpenenéH-
HbI OTOOp: B AQHIIMMCKUX KOMIIO3ULUSX HE
HaXOJIUT 0COOOHM MOAJEPKKH XPOMATHUYECKOE
HCKYCCTBO TO3JHUX HTAIbSHCKUX MaJpura-
JUCTOB, HO TUPAXUPYIOTCSI COUNHEHUS B 1yXe
l"acronban, u3 my3siku JIyku Mapeniuo 6omnee
IIPUBJIEKAET TO, UTO OJIMKE K MaCTOPaIbHOM I1e-
ceHHocTU. M HexpapoM 3aTyxaromuid Maapurai
ObL1 BBITECHEH B AHIVIMM KaMEPHBIM >KaHPOM
MecHU (ayre) B CONPOBOXKJIEHUHU JIIOTHU WU
JPYyTOro CTPYHHOTO MHCTPYMEHTA.

OOpartumcs Ternepb K APYyroMy IpUMEpY:
KOTZla BOCIIPUHSTOE MHOHAIIMOHAJIBHOE BIIMSA-
HUE TepeIuIaBseTcs Ha HOBOM MOYBE C HAllU-
OHAJIbHBIMM TPAAMLMIMH, U 3TO TAET HOBBII
o0er Ha >KaHPOBOM J[PEBE, MOPOXKIAET HOBYIO
MOJENb )KaHpa. Peus molaeT nanee He 0 kamep-
HO-BOKAJILHOW BETBH TacTopaiu (K KOTOpOH
MIPUHAJJIEKUT MaJpUrai), a 0 My3bIKaJIbHO-Te-
aTpajabHOM.

Hctopusa eBponerickoi onepbl HAYMHAIACS,
KaK M3BECTHO, B Mtanuu, a cama uTajabsHCKas
orepa sIBUJIaCh HEMOCPECTBEHHBIM IPOJOIIKE-
HHEM PEHECCAHCHOM IpaMbl, B KOTOPOU K 3TOMY
BPEMEHH JOMUHHUPYIOIINE MMO3ULKU (IO CpaB-
HEHUIO C Tpareaueil U koMezauei) 3ansmia mnac-
topaisib. Kak nucan U. H. T'onennmes-Kyrty3oB,
JKaHp MacTopajy, OTBeYasl 3arpocam MyOInuKH,
KOTOPOM «HAaCKy4MJIM HaTypajau3M, rpyooBaras
YyBCTBEHHOCTb U OCJIOXHEHHBIC CXEMBI Yyué-
HOM KOMEINM HE MEHEeE, YEM KPOBaBbIE€ CIICHBI
“Tparemuil yxaca’, BOIIAPWICA Ha HUTaJbsSH-
ckoil cuieHe u B moa3um» [1, c. 203]. IlepBrie
ornepsl Takke ObulM mnactopansiMu. PaHHue
oOpasmpl (dramma per musica) HaMCaHbI Ha
nactopasbhbie favole OrraBuo Punyuunmnu —
yueHnuka Topksaro Tacco, 3amaBuiero npumep
MacTopajJbHOU Apambl B «AMUHTEY. B UX 0cHO-
B€ — JIBa aHTUUHBIX MU(a B nepeckaze OBuaus
(«Metamopdo3b1») — 006 Anomone u lapue u
00 Opdee n OBpunuke. [lactopans dakruue-
CKHU «IpHCcBOWIa» ceOe JaHHble MU(BI, COeIU-
HUB C MACTYyIIECKON TOMUKON. DTH JIBa CIOKETa
OKa)KyTCsl, BMECTE C MAaCTOPAJIbHBIM UX HAKJIO-
HEHUEM, BeCchbMa BOCTpPEeOOBaHbI OIEPHO-TEA-
TpaJIbHBIMU KOMIIO3UTOPaMH — OCOOEHHO BTO-
poii, 06 Opdee.

C TouKu 3peHUs] UCCIIEAOBAHUS KAHPOBBIX
IIPOLIECCOB T10KA3aTEeNIbHBI YKAaHPOBbIE KOHTa-
MUHAIMM CLEHUYECKON mnacTopajld ¢ Halu-
OHAJIbHBIMU  MY3BIKaJIbHO-JJPaMaTH4YE€CKUMU
dbopmamu, XapakTEpPHBIMU JJISI TOM WA WHOM
CTpaHbl, YTO MOXHO MPOCIEIUTh Ha IpUMeE-
pe «Opdeen»: B I'epmanuu — «3UHTIIITHIEM)
(A. . JIése ¢pon Amzenax, 1659; I. benna,
1785), Bo ®@paHuun — «JIMPUYECKOI Tpareau-
eit» (JI. JIromu, 1690), B Ucnanuu — «capcya-
noi» (A. Jlonec, 1660), B AHIIIUN — «MacKOi»
(M. bmpnen, 1705; A. Iépcemn, 1707; x.
Benmon, 1710; Ix.®. Jlamne, 1740).

VYyurteiBas 00IIyI0 MOLY Ha HacTopajib U
BO3JICHCTBHE WTAJBSIHCKOM MY3bIKAIBHO-TEA-
TpaJbHON MOJIENH, HE IPUXOJUTCS YAUBIATHCS,
YTO MPAKTUYECKU BO BCEX E€BPOINEHUCKHUX CTpa-
HaX UCTOPHS ONEPbl HAUMHAETCS C MACTOPaIEH.
B camoit Utanmu nonyssipHOCTb My3bIKaJIbHBIX
nacropanieri nagaer k cepenune XVII B. Ho
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HIMpOKasi BOJIHA MHTEpeca K HUM IepeMela-
ercsa B JApyrue crpasbl: [epManuio, AHIIMIO,
HO mpexje Bcero — dpanHnuio, riae ynepxxuna-
eTcsl JUINTEIbHOE BPEMsI B CHUJIy NpUOpPUTETA
B 007acTU My3bIKaJIbHOIO Tearpa IpUIIBOP-
HBIX XYJIO0KECTBEHHO-ICTETUYECKUX BKYCOB.
NmenHo Bo @paHUMKM KPUCTAJIU3YETCS OJHA
u3 HauboJiee pernpe3eHTaTUBHBIX ISl TacTOpa-
JIM JKaHPOBO-CTUJIEBBIX MOAENEH — eananmuas
nacmopanw, NOrpyk€HHasi B a0COJIOTHYIO yC-
JIOBHOCTb M IPEBPATUBLIASICS I TOCIEAYIO-
X TIOKOJICHWH B emé oguH o0pa3 3070TOTO
BEKa U XapaKTepHYIo 3MOJIeMy NOPOAUBILEH €€
3M0XH, OOPETILYIO CBOE 3pMMO€E BOIUIOIICHHE B
xkuBornucu A. Barro u H. Jlankpe, dhapdopo-
BbIX (PUIypKaX M3SIIIHBIX MAcCTyXOB U MAaCTy-
IIeK, COXPAHMBILKX JUUIsl HAILEr0 B30pa YTOH-
YEHHYIO IJIACTUKY CHEHMYECKHX MacTopayien
YILEIIEro BPEMEHH.

[IepBoii My3bIkasIbHYIO clieHy [lapuxa ¢ no-
a4 KapauHaia MaszapuHu 3aBOEBBIBAECT UTa-
JbsiHCKas nactopanb. B 1645 r. npuriaménnas
UM UTaJbSHCKas Tpymna ucnonHuwia B [lapike
«OBpuauky» Ilepu. B 1647 r. utanpsnamu ObL1
[IOCTaBJICH HAlMCAHHBIN YK€ CIEIHUAIbHO IS
[Tapmwxka «Opdeit» JI. Poccu u mosta @. bytu,
nepedpasimxcs Bo dpaHiKi0 BMECTE CO CBH-
ToM MOKUHYBIIUX Pum kusi3eit bapoepunu. On-
HAKO «KaHpPOBasi UAESD UTAIBIHCKONW ONEPHOMN
[acTopay yraja Ha 6JaroflaTHyo U y>Ke MoJro-
TOBJICHHYIO K 3TOMY HallMOHAJIbHYIO [TOYBY.

Emgé B Cpennue Bexa ®panuus u byprys-
nust o0maany 60raToi KyJabTypor TeaTpain3o-
BaHHBIX 3aMKOBBIX MPEACTaBIECHUIN (BO Bpems
PBILIAPCKUX TYPHUPOB U MpPa3JAHUKOB C UX UH-
TEPMETUAMU-MEKYICTBUAMU, MOMEPUSAMU U
T. I1.), TOPOJACKUX MHUCTEpUil, GapcoB U MPOUNX
nerctB. ImeHHo Bo PpaHUMM MOSBWICS MEp-
BbIIl U3 U3BECTHBIX CErO/IHA 00pa3lOB CLIEHU-
YeCcKOW pa3HOBHAHOCTHU mactopainu — «Mrpa o
PoGene u Mapuon» appacckoro TpyBepa Ajna-
Mma ne a1 Ans (cepeauna 1280-x). B XVI B.,
KOIZIa MJIeW T'ymMaHu3Ma Bcieq 3a Mranueint 3a-
xBaTuiau U OpaHuio, 3Ta KylIbTypa UCIIbITala
CWJIbHOE BIHMSHUE HTAIbSHCKOTO HCKYCCTBA.
[TacTopanbHOCTB, MpencTaBiIeHHAs BO (paH-
1y3ckoM CpeaHEeBEeKOBbE, C OJIHOM CTOPOHBI

HEOJIATUHCKOM YYEHOM MO33UeH, OTYaCTH Kyp-
Tya3HbIM POMAaHOM U PBILAPCKON MOAMOM, a ¢
JPyrol — MeceHHbIMU KaHpaMu, MOAOOHBIMU
nacTypenu u, mo3aHee, oepxeperre, ooperaer
B nepuoj ¢paniy3ckoro Bo3poxkaeHus: mHOU
MacmTald BOIIOIIEHUS.

OTMeTHM, 4TO B 3CTETHUKE (PAHIY3CKHX
apUCTOKPATUYECKUX KPYroB TI'yMaHUCTHYE-
CKHE€ HJIeHW, IOMHUMO IPOYETo, CIOCOOCTBOBA-
JM YCUJIEHHIO 3IUKYPEHCKO-TeIOHUCTHYECKUX
TeHaeHuun. [IpuaBopHBIE  IpenCTaBICHUS
U3 «MajiblXx (opmM» BOKaJbHO-TAHIEBAJIbHON
MHTEpPMEINM U MacKapaja MOCTEIeHHO Hepe-
pacTtanu B pOpMY CUHTETUYECKOTO CIIEKTAKIIA.
B nmpuasopHoit cpene @pannucka [ u ero ta-
JaHTIIMBOM cecTpel Mapraputel HaBappckoi
MIPUBUBAIOTCS UTAJbSHCKUE 3aUMCTBOBAHUS,
YeMy CIOCcOOCTBOBaja TakKXke JeATEIbHOCTh
UTaJbSIHCKUX MY3BIKAHTOB, I10O3TOB, TaHIIMEMH-
CTEpPOB, XyI0KHUKOB. OpUTrMHAJIBHOCTh TeaTrpa
(dpaniy3ckoro Bo3poknenust Bo MHOTOM 00y-
CJIOBJIEHA TE€M, YTO 3TH 3aUMCTBOBaHUS (BOC-
MIPUHATHIE KaK OOIIEKYJIbTYPHBIE) COYETATUCH
¢ (gopmMamMM HaIMOHAIBHOM TpaaWLIUHU, IOJ-
JIEPKUBAEMBIMU  PACTYILIMM CaMOCO3HAaHHUEM
KpEeIHYIIEro TrocylapcTBa, IPEeBpaTUBIIETO-
cs K koHIly XV B. B KpynHeiiiee u Haubosee
LeHTpaiu3oBaHHoe B 3anaaHoil EBpome. Tak,
Mapraputa Hapappckasi comepxaina TpyIILy
JUISL UCTIOJIHEHUSI PEJIUTHO3HBIX, B CPETHEBEKO-
BOM BKYyC€, IIbEC, a TaK)Ke IacTopajieil B UTa-
JBSTHCKOM CTHJIE, caMa HEpPEeAKO COUYMHSS Kak
T€, TaK U JpyTHE.

Takum oOpa3oM, XapakTepusys >KaHPOBOE
cBOeoOpasue onepHoi nactopanu Bo @panuuu,
HAJI0 YYUTHIBATh U YKa3aHHYIO T€T€POreHHOCTh
e€ KaHPOBBIX UCTOKOB, U Ty JINHUIO KaHPOBOI
[IPEEMCTBEHHOCTH, 4TO Hambosee Hemocpesn-
CTBEHHO M3 BCEX CBS3bIBAET JAHHBIHN KaHp Ipe-
JKJI€ BCETO C UTAJbIHCKOW MacTOpaJIbHOM Orie-
PO U € MAaCcTyLIECKOM MbECOU IpaMaTHIECKOTO
(bpaHIly3cKOro Tearpa, KOTopas Takke HMena
UTaJIbsHCKUE KOPHHU.

B nepgoii monosune XVII Bexa popmupo-
BaHHME TAJJAHTHOTO HAKJIOHEHUS (PpaHIly3CKOH
MYy3bIKaJIbHO-T€ATPaJIbHON nacTopajiu B 00Jb-
IIOW CTENEHU OIpPEAEsIOCh YK€ HE TOJIbKO
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UTaJIbIHCKUMU BIUSHUSAMU, HO U COBPEMEHHOMN
(bpaHIly3cKOil IUTEpaTypoil JaHHOTO Harpas-
JeHus. B yacTHOCTH, Ba)KHEHMIIYIO POJIb ChbI-
rpana, Hapsay ¢ (paHIy3CKUMH IepeBOaMu
UTadbsIHCKUX 00pa3noB — «AMuHTh T. Tacco
(1584) u «Bepuoro macryxa» JIx. b. I'Bapunu
(1595), — nyOGnukanus nacTopajibHOIO poMaHa
Onope m1’lOpde «Actpes», KOTOPBIA OKazaj
OTPOMHO€ BJIMSIHUE HE TOJBKO Ha JIUTEPaATy-
Py, HO Ha caMm 00pa3 >KU3HH, a MOPOXKIAEHHBIH
€ro MPELHO3HOCTHIO KYJIBT 3CTETU3UPOBAHHBIX
MACTYXOB M MAaCTyLIEK ONpPEeIUl OHY U3 Be-
aymux BIoTh 10 koHua XVIII B. TeM nckyc-
cTBa. Bo (¢paHily3ckoil KMBOIMCH M Tearpe
3Ta TeMa 00oramaercs >KaHpOM «TraJaHTHBIX
MIpa3HECTB), TECHO CBSI3aHHBIM C ITPUABOPHOMN
KYJIBTYpOH.

Poib «Actpen» 1’ tOpde (Tpu e€ aBTOpCKHX
ToMa BBIIUIA K 1619 1) B uCTOpUM MY3bIKaJIb-
HOM macTopaiu, IeHCTBUTENbHO, ocolasi: A
®panmnuu oHa 1momo0Ha TOM, uTo Aia Mrtamum
ceirpanu poman . CanHaazapo «Apxaaus»
U yHnoMmsiHyThle mactopainu Tacco u I'Bapu-
Hu. Copepskamuecss B 3ToM orpoMHoM (5399
CTPaHHUL), TAaK M OCTABIIEMCS HEJONMHCAHHBIM
aBTOPOM IPOU3BEAECHUN Pa3HOOOpa3HbIE CTU-
XOTBOPHbBIE MHTEPIIONIALUU B JKaHPE MaJpura-
JIOB, CTAHCOB, KaHI[OH, COHETOB U T. 1. OXOTHO
MEePEKIAbIBAINCh HA MY3BIKY, a MHOXXECTBO
BCTAaBHBIX HOBEJIJI MOYTH JIBa BEKA CIIYXKHIU
UCTOYHUKAMH CIOKETOB JIs JApaMaTHYeCKHX
1 My3bIKaJIbHBIX MHCLEHUPOBOK. CaMHu MMEHa
IJIaBHBIX T€POEB BOILIN B KPYT TPaJUIIMOHHBIX
JUISL TACTOpaJId — B TOM YHCIIE U JUIs ACTOpain
ONIEPHOM.

Y TBepKICHUIO U NIEPBON BOJIHE MaCTOpPab-
HOM Mozbl BO (DpaHIly3CKOM Tearpe Hemaso
CIIOCOOCTBOBAJIO HE TOJIBKO BIUSHUE MPELIHO3-
HOW JINTEPATyphbl, HO U CBSI3aHHAsi C HEW Jed-
TEJIbHOCTh CBETCKUX CAJIOHOB — MPEXkE BCErO
3HAMEHUTOTO caJioHa Mapku3bl jae PamoOyiie
(ocHoBan B Hauane 1600-x, Bpemsi pacisera
— 1624-1648), xaMepTOHOM JUIsl BbIPaOOTKU
3CTETUYECKOTO CTPOsI KOTOPOTO TAKXKE MOCIY-
JKUJI B TIEPBYIO ouepens poman 1’ Opdoe.

Canon Karpun ne BuBoHH, Mapku3sbl e
PamOyiie, He mpuemITIoNIel HEBEKECTBA U TPY-
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00CTH HPaBOB COBPEMEHHOTO €1 (hpaHITy3CKOTO
CBETCKOTO OOIIECTBA, MPUBUBAII MOy Ha U3bI-
CKaHHYI0 nactopainb B no33uu (Paxan, Mepe,
Byattop, ['om60, bapo u np.) u tearpe (mocra-
HoBKU Byprynackoro Otens). B nopoxxaénnoit
MPELHO3HOCTHIO AICTETUKE TTACTOPAIIb TPHOOpE-
J1a 3HAYCHUE HEKOW MOJIEIH JKU3HEHHOTO ITOBE-
JeHUs1, KOTOpasi pa3pabaThIBasIaCh HCKYCCTBOM,
HO TIpeJHa3HaueHa OblLaa JUId CBETCKOro ObiTa
1 OBITHSA, a TeaTp CTAHOBWJICS HATJISHBIM CIIO-
co0OM €€ JIeMOHCTpAIUU ¥ MEIUATOPOM MEX-
Iy CO3JaHHBIM JIMTEPATYpPOH IacTOPAIbHBIM
U/IeaJIOM | )KM3HBIO, TIPEeBpaIas mocleaHIO0 B
BUJ] TBOPYECTBA.

HemarnoBaxxeH TOT (axT, 4TO IPEIHO3HOCTh
B CBOEM CTaHOBJICHHHU ObLJIa TECHO CBs3aHA CO
CBOCOOpa3HBIM apUCTOKPATHUECKUM JIHOEpTe-
Ha)keM, 00yCIIOBJICHHBIM CKEIITHYECKOW OIIIO-
3UIUEH TI0 OTHOUICHHWIO K TOCIIOJCTBYIOMICH
MOJIUTHAKE, MOPAJH, PEIUTHH. DCTETUYCCKHE
B3MJIAJIbl HACTPOEHHOTO MOJOOHBIM 00pa3oM
CBETCKOTO JIMTEPATypPHO-apTHCTUIECKOTO 00-
mecTBa 00pamauch OT MACOJOTHH TOCYyAap-
CTBEHHOTO BEJIMYHUS K TOHKOMY MHpPY YeJIOBE-
YECKOH AyIIN, MPEAIOYNTAS PEaTbHOCTH HEKOE
MHOE TPOCTPAHCTBO, TNE LAPHIIH, TeperieTa-
SICh, MEUTa, UCKYCCTBO M Urpa. DTO OBUT HE TO
9TOOBI YXOJI OT peajJIbHOCTH, HO 0C000€ YMEHHE
YTOHUYEHHOTO M MBICIISIIETrO YeIOBEeKa, TPE3BO
OLIEHUBAsI PEAIbHOCTh, HE OTKAa3bIBATBHCSA OT
HACIIQXKJICHUSI MEUTOW W YIOBOJBCTBUS OBITH
CUACTIIMBBIM.

B 10l cpene BelpabarbiBasioch 0coboe
MOHATHE «TATAHTHOCTHY», CTABIIEE OIHUM W3
OCHOBHBIX ICTETUYECKIX KOHIETITOB (PpaHITy3-
CKOoM KynbTyphsl. 1lo ymaunomy omnpezneineHuro
A. K. SIxkumoBHYa, rajlaHTHOCTH 00O3HAYaeT
«HE TOJBKO y3KYI0 c(epy yTOHUEHHO JTF000B-
HOTO TIOBEACHHS, HO, IIHpEe, CTUIbL U 00pa3
KM3HH, OCHOBAaHHBIN Ha TMPHUSATHOM HCKYCCTBE
OBITh TIPUATHBIM» [6, c. 54]. DTa KyabTypa, C
HaCIIQXXICHHEM MOICIHUPYIONIasi COOCTBEHHYIO
UCaTbHYI0 ApPKaJNI0, OTIIEYaThIBANIACh B 00-
JIUKE TIACTOpaji, CTaBIICH €€ HM3II00JICHHBIM
MarepuaioM U ¢opmMoil apTuUIHATBHOTO
BbICKa3bIBaHMs. Ecimm MuomoruzupoBaHHas
nacTopaib TPUIABOPHOTO Oaiera, Hacieryro-
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11asi HallMOHAJIbHBIM TPAJULUSAM JBOPLOBBIX
IIPa3HECTB B COCUHEHUN C aHTUKU3UPYIOILIH-
MU CIOKETHBIMH TEeHJEHUUSAMU Bo3poxneHus,
BBIIIOJIHSJIA MIPEXKE BCEro JEKOPATUBHO-AJLIE-
TOPUYECKYIO0 (PYHKLHIO B ATUKETHO-1IEPEMOHHU-
albHOM O(GOPMIICHUU NPUABOPHOU KU3HH, TO
raJlaHTHasl acTopajb, TAroTesl K a0CcTpakTHOU
JUpUKe (TO €CThb BHEHCTOPUYECKOW U BHECO-
[MaJIbHOM), BBIBOAMJIA HA IEPBBIM IUIaH, Kak
MBI ceifuac Obl CKa3zajlu, MEXJINYHOCTHBIE OT-
HOILIEHUS, HACTpauBas MPU ITOM CIIyX Ha BBI-
COKHe 00epTOHBI KyIbTyphl. LleHTpanpHas 1
nacTopajii TeMa Jit00OBU, UTHOPUPYS CUIIbHbBIE
NOTPSICEHUS] M TIpyOble MOPBIBBI, MpHOOpena
31eCh 0COOYI0 PapUHUPOBAHHOCTH, MOCKOJIb-
Ky pacKpblBajJla HE CTOJIBKO YyBCTBEHHOE Ha-
CIaXKJeHHE JTH000BbIO, CKOJIBKO TYXOBHOE Ha-
CIaXJICHHE YYyBCTBOM, KOIZIa BO3BBIIICHHAS
TapMOHHS CEpACL] CTAHOBUTCS MPOSBICHUEM
€CTECTBEHHOM rapmonuu mupa. [lostomy mup
J100BU CTAaHOBWIICS HEKOM YHUBEPCAJIBHOM J1a-
Ooparopueil HpaBCTBEHHOI'O BOCHHUTAHMS «00-
Pa30BaHHOIO YEJIOBEKA» B €r0 CTPEMIICHUU K
COBEPILECHCTBY.

B Takom KoHTekcTe ramaHTHas (paHIry3-
CKasl macTopajib pa3padarbiBaia MPEeXk/Ie BCEro
chepy TOHKO HIOAHCHUPOBAHHOUW JTUPHUKU. 3HA-
YUMBIM KOMIIOHEHTOM TIOHSTUSI TaJaHTHOCTU
cTaja 3CTETHYECKass KaTerOpHsl ecmecmeeH-
HO20, cuenu@uKa KOTOpoi OTpa3uiach B Ode-
penHolt MoauuUKaluy >KaHPOBO-CEMAaHTHYE-
CKOT'0 KOJ[a ITaCTOPAaJy «YEJIOBEK M IPUPOA».
«ECTECTBEHHOCTh)» CTaJla BaKHEHIIEH LIEHHO-
CTBIO M KPUTEPUEM JJISl TOH «CTPAHbI HEXKHBIX
aymn» (1’FOpde), o KoTopoil HE mepecTaBaio
Me4TaTh raJaHTHOE UCKYCCTBO.

CnpoenupoBaHHasi B MHpP YYyBCTB «€CTe-
CTBEHHOCTB)» COIOCTABIISIETCA 3/1€Ch BOBCE HE
C O0O0BEKTHUBHO-«HATYpPaJbHbIM», MOCKOJIBKY
ABJISIETCS. KaK pa3 IMPHU3HAKOM BOCIMUTAHHO-
ro, TO €CTh KYJIBTYPHOTO, LIMBUJIM30BAaHHOIO
yenoBeka. HoBoe MupoomymeHne LIeHWIO
BBIPDAXKEHUsI B JMYHOCTU OTOH YTOHUYEHHOU
«ECTECTBEHHOCTH» — TaKHe Kak OjaropopHas
YyBCTBUTEJIBHOCTh, MPHUATHAs CKPOMHOCTb,
JylIeBHAasl YyTKOCTh U JI€IMKATHOCTb, U3SII-
Hasl HENIPUHYKJIEHHOCTD, FAJIAHTHBIA YM U XO-
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pouuii BKyc. «YM [esprit]» u «Bkyc [golt]»,
KaK M «TaJaHTHOCTH [galanterie]» cTaHoBATCS
CaMbIMU MOJHBIMH CJIOBaMU B JIEKCUKOHE HC-
KyCCTBa, CBETCKOTI'O SI3bIKA, 3CTETUUECKUX pac-
CYKIEHH.

Bcé aTo onpenensino Hekuid upean oOuie-
HUS, KOTOPBIM KYJIBTHBHPOBAIH JIPYKECKHE
KPY’KKH U JINTEpaTypHbIE CaJIOHBI, NpeBpalas
TEM CaMbIM O0IlI€HNE B yTOHYEHHOE UCKYCCTBO,
BHE yuéTa KOTOPOTO CI0KHO OLIEHUBATh U che-
PY XyIOXECTBEHHOI'O TBOPUECTBA ITOU AMOXH.
CBoeoOpa3HOE TMOHATHE «ECTECTBEHHOCTH,
OBITH MOJKET, 00JIEE BCETO CIIOCOOCTBOBAJIO 00a-
SITHUIO ¥ IPUBJIEKATEIbHOCTH 00pa3a raJlaHTHOM
[acTopald JJii COBPEMEHHUKOB, IOCKOJIbKY
OTBEYAJIO HOBBIM BESHHSIM B YMOHACTPOCHUSIX
snoxu. [lactopanb OpraHMYHO BIMCHIBAETCS
B MPUCYIIYIO 3TON KYJIbType TEHJIEHILUIO Tea-
TpaJdu3aluu >KU3HU. APUCTOKPATHUECKOE 00-
LIECTBO C YIIOEHUEM Pa3bIrPhIBAET HA IJIEHIPE
POJIM MAcTyXOB M MACTYIIEK, TaK Ha3bIBa€MbIe
«apkagun» (yIOTHBIE YTOJKH ISl MAcTOpalib-
HBIX YEAUHEHUN) 3aKPEIUIAIOTCSI MOJIHBIM dJie-
MEHTOM B CaJI0BO-IIAPKOBOM HCKyccTBe. JKaHp
[acTOpaIy JJis MOJOOHBIX M1€aJI0B MOCTYXKHII,
I10 CYTH, TOTOBOM KYJIBTYpPHO-apTU(ULIHATBHON
MOJIENIbI0, OCBAUIEHHON aBTOPUTETOM KJIacCH-
YECKOM M HOBOEBPOIIEMCKON XyHO0KECTBEHHOU
TPaTULHH.

B nactopaibHOIl JIMpHUKE KPUCTALUIU30BA-
JHUCh CBOSI OOPAa3HOCTb, CBOM SI3bIK U MHTOHA-
LIMOHHOCTh, HAIlIE/IINE BOIUIOIIEHUE B JIUTE-
patype u Tearpe, HO ¢ 0CO0OU TMOJHOTOW — B
TeaTpe My3bIKaJbHOM, ITOCKOJIbKY UMEHHO MY-
3bIKa CTIOCOOHA ObLJIa HAMTYUYIITMM 00pa3oM 3a-
[I€YaTJIETh TO «HEUYTO HEOOBSICHUMOE», UTO CO-
CTaBJISUIO IVIaBHOE OYapOBaHHUE MAcTOPaJIbHOMN
JHPUKH.

BolpazurenbHOCTh  rajgaHTHO-IIACTOPAJIb-
HOH nUpUKU oOpeTana co BpeMEHEM Ompejie-
JAEHHYI0 CaMOCTOSITEIbHOCTh MO OTHOIICHHUIO
K COOCTBEHHO aHpy MacTOpajiu, OTIOYKO-
BBIBACh OT HEro Kak MacTOpajbHBII Momyc
u oOperas CcrocoOHOCTh MPOHUKATH B MPOU3-
BEJICHHsI JIPYTHX XKaHPOB. B My3bIke, mpexe
BCEr0 TeaTpajibHOM, 3TOT MOJYC MOJIyYal UH-
TOHAIIMOHHO-3BYKOBOE BOIUIOILIEHUE, KOTOPOE
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B CYLIECTBEHHOW MEpE CO3/1aBAJI0 OCHOBY JIH-
PUYECKON BBIPA3UTEIBLHOCTH MY3bIKAJILHOTO
HCKyCCTBa mocnenymoomux BpeMéH. He Oynmer
00JIBIINM MPEYBETUYCHUEM CKa3aTh, YTO YUCTO
My3bIKaJlbHas JIMpHKa, TeM OoJiee WIuLInde-
CKOI'0 XapakTepa, NEPBOHAYAIBHO 3aroBOpHUIIA
SI3BIKOM MACTOPAIbHBIM. 1 BayKHEUIIIYIO pOJIb B
3TOM IIPOLIECCE ChIrpaja orepa.

Bcekope ¢paniry3ckoil My3bike Ui BOILIO-
LICHUSI WJIWJUIMYECKONW JIMPUKA B «HEKHOU
MaHepe» yK€ He MOHaJOOUTCS MOMOIIb CTH-
XOB WJIM CUEHMYECKHX MEPCOHAXEH: MpOnas
ONEpPHYIO IIIKOJy, OHA Hayudusachb YHUCTO HH-
CTPYMEHTAJIbHBIMH  CPEJICTBAMHU I€pe/iaBaTh
pa3zHoOOpa3Hble OTTEHKH JIUPUUYECKON BbIpa3H-
TEJbHOCTH, HallIEHHbIE B TaJJAHTHBIX IacTOpa-
nsx. IIupokuil CekTp Takux OTTEHKOB IIPeJl-
CTaBJICH B KJIaBECUHHOW MY3bIKE, 1 OCOOEHHO
— B neecax @. Kynepena, ”HTOHaIIMOHHO-00-
Pa3HbIl CTPOM KOTOPBIX TECHO CBS3aH C COBpE-
MEHHBIM €My MY3bIKaJIbHbIM TEATPOM.

[TacTopanb CTaHOBUTCS OTHUM U3 CAMBIX Y3-
HaBaeMbIX «o0pa3oB» dpaniun snoxu ['anant-
Horo Beka (Fétes galantes). Hemapom mmenno
)aHp mactopanu u3dpan A. Kammpa mist mep-
BOro aHtps «®PpaHuus» CBOeW omeprl-Oanera
«l"ananTtHas EBpona» (1696), B koTopoii pe-
CTaBJICHbl YEThIpE HALIMOHAJIbHBIX BapUaHTa
«TaJaHTHBIX Ky3HUL AMypay». IMEHHO B Bapu-
aHTe (paHIy3CKOM rajaHTHOM MOJENU Ipes-
cTaér xaHp mactopanu B WMHrepmenum «Mc-
KPEHHOCTh mnacTymkn» u3 «[IukoBoi mambD»
n «Tanue mnactymko» u3 «lllenkyHunka»
I1. . YaiikoBckoro, «Ilactyxe u mactyumke»
n3 QoprenuanHoi crouthl «KocTromupoBaH-
Hblil 6am» A. I. Pybunimreiina, «Ilactopanm»
u3 cuMponuueckoit croutsl I. Pope «Macku
n bepramacku», «Croute B CTapUHHOM CTHU-
ne» A. I'. lInutke, counnenun 3. Kpayse «Féte
galante et pastorale» («['aslanTHO€ M macTo-
panbHOE MPA3IHECTBOY) I OPKECTPA U YEThI-
péx conucroB. IIpumMeudarenbHo, 4TO B Hayaie
XX B. MOJ BIUSIHUEM ICTETUKHU CTUJIS MOJIEPH,
C €ro OIIYTUMbIMU PETPOCIEKTUBUCTCKUMU
MOTHBAMH, B PYCCKOM MY3bIKaJbHOM TeaTpe
(kaK ¥ B JKMBOIMCH 3TOTO HAIPaBIICHUS) aK-
TyaJU3UpyeTCcsl MUHTEpeC K Mojenu (paHily3-
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CKOM TaJlaHTHOW NacTopalid, MPUMEPOM YEMY
«bappimas-cioykanka ([lactopans  Barto)»
A. K. I'mazynosa (1900), «DapdopoBsie Ky-
pantsl. [lactopans» B. I. Ilepramenra (1912),
«B crapom 3amke. [Tactopans» I. A. bepe3os-
ckoro (1915).

Wtak, MbI OCTAaHOBUJIMCH HA IByX KOHTPACT-
HBIX TIpUMEpax B3aUMOJICHCTBHS HAIIMOHAIb-
HOTO M TPAaHCHAIIMOHAJILHOTO B MCTOPUM JKaH-
pa, BbIOpaB AJIsl paCCMOTPEHUS acCTOPATIbHBIN
XKaHp (KOTOPBIA, B CUITy MHO)KECTBEHHOCTH €0
MIPOSIBJICHU MOXXHO Ha3BaTh METaKaHPOM).
OTO mpHUMep MacTOPajbHOIO Majpurana, Kor-
Jla TPOLECChl aJanTaluyd WHOHAIIMOHAIbHOIO
KaHpa HE MPHUBOJAT K €ro MOJHON aCCUMMUJIS-
UM Ha HOBOM HAIMOHAJLHOU IIouBe. U 3TO
MIpUMEp TeaTpaaIbHO-MY3bIKATHHOM MaCTOPAIIH,
KOTJIa MPOLIECCHI a1alTalluy BIEKYT HE MPOCTO
ACCUMWISLIMIO KaHpa HA MHOW HallMOHAJIbHOMU
1ouBe, HO GOPMUPOBAHUE CBOCOOPA3HOM HAIIU-
OHAJIBHOU MOJEIH — (PPAHITY3CKOW TajJaHTHOMN
[acTopajid, — B CBOIO OYepe/b BIOCIEICTBUU
(GYHKIMOHUpYIOLIEH Kak CyObeKT TpaHCHa-
[MOHAJIBHBIX BIUsHUNA. Takum oOpa3om, pac-
CMOTPEHHME JUAJICKTUKH HAIMOHAIBHOTO |
TpaHCHALIMOHAIBHOIO 00OraniaeT HoOBbIMU pa-
KypcaMH )aHpOBOE UCCIIeI0BaHHE.

Ho B koHIIE yKkakeM enié Ha OJIUH BO3MOXK-
HBII CMBICJT TIOHSTHS «TPAaHCHAIIMOHAIBHOEY:
no my cmopoHy HauuoHalbHOTO. B kaHpe
nacropanu npumep tomy — nbeca JI. bepno
«ITactopans. ®oprenmano 3emum» (1969).
AKyCTHUYECKOE IMPOCTPAHCTBO STOW COHOPHO
TPAKTOBAHHOW KOMITO3UIIUU 3aMIOJIHEHO MSTKO
MEpPIAIOIIUMHA KPAaCKaMH BO3HHMKAIOIIUX W Ta-
CHYIIUX 3BYKOB M OT3BYKOB, CO3JAIOILIUX B Ii€-
J0M 00111ee 06EPTOHOBOE I10JI€ — HEKOE €JMHOE
rapMOHUYECKOE 11€JI0€ ITOW MY3BIKH (TI0J0OHO
YKUBOIMCHBIM mojioTHaM Mapka PoTtko ¢ ux a0-
CTPaKTHBIM IMPOCTPAHCTBOM OTHO- WJIM MHOTO-
COCTaBHBIX I[BETOBbIX 00bEMOB). [Ibeca bepuo
¢ e€ 3a4apOBaHHBIMHU 3BYYaHUSMH U CBETIBIM
KOJIOPDUTOM, TTOYTH MHUCTHUYECKUM COCTOSTHUEM
CIIOBHO OBl HEMOCPEICTBEHHOTO BCIYLINBAHUS
B 00’KECTBEHHYIO TAPMOHUIO MPUPOBI KAK MHU-
po3naHus, NpUAAET TPAKTOBKE MACTOpaId He-
KUH KOCMHYECKHI OTTEHOK.
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S NMPUMEYAHUA (<o

' Ora mpobiemMaTnka, Kak MOYKHO 3aMETUTh, CETOHS
BEChbMa aKTyaJbHA M 3aTPAaruBacTCsl B CBSA3U C CAMBIMH
Pa3HBIMH TEMaMH — IIPUMEPOM UEMY psiJi HEIaBHHX IIy-
Oomukanuii B xypHane «[IpoGreMbr My3BIKaIbHON Hay-

km»: crarbu W. JI. XannanoBa [5], T. B. Kpackosckoit
[3] u ap.
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Hau,uoua/\bnoe U TPAHCHAUMOHAAbHOE
B MCTOpM‘IECKOﬁ peuenunm naCctopaAbHbIX XXaHPOB

B crarbe uccnenyercss peHOMEH B3aMMOAEHCTBHSI HAIIMOHAJIBHOTO ¥ TPAHCHAIIMOHAIBHOTO B MCTOPHHM KaHpa Ha
TIpUMepe IacTOpal, )KaHPa YHUKAJIBHOTO 110 JOJITOJICTHIO CyIIecTBOBaHMUs (23 Beka) 1 pa3HOOOpa3HIo NPOSIBICHUN
B Pa3IMYHBIX BHJIAX MCKYCCTBA, B TOM YHCJE My3bIKe. [[OHATHS HAIMOHAIBHOTO M TPAHCHALMOHAIBHOTO YTOYHS-
FOTCSI aBTOPOM ITPUMEHHUTEIBHO K IPEAMETY M3ydeHus. B skaHpoBoii cdepe My3bIKaIbHOM MacTopay MpejyiaracTes
paccMOTpeTh J1Ba KOHTPACTHBIX BapHaHTa B3aMMOACHCTBHS HALIMOHAIBHOTO U TPAHCHALMOHAIBHOTO. [1epBbIii CBsI-
3aH C peleNInell UTalbIHCKOTO Majpuraia (KaMepHO-BOKaJIbHAsl BETBb MMacTopain) B AHIMHN KoHna X VI — Hava-
na XVII BB., Korna nmponeccs! alanTalui HHOHAIIMOHAIBHOTO KaHpa He MPHUBOIWIN K €r0 MOJHOH aCCUMMIISIINN

13



Gr My3blKaAbHBIA XXaHP U CTUADb 2015,3

Ha HOBOW HAallMOHAJBHOI 1mouse. J{pyroil BApHaHT KacaeTcsi My3bIKaJIbHO-TEAaTPaIbHON Pa3HOBUAHOCTH KaHPA: ITO
TIPUMEp aJanTalil UTAIbIHCKOW CIIEHHYECKON mactopany Bo PpaHnuu, pe3yabTaToM 4ero cTago popMHUpoBaHHE
COOCTBEHHOH HAI[MOHAJIBHOW MOJENN kaHpa. KylnbT 3CTeTH3MPOBAHHBIX NACTYyXOB M MACTYIIEK B MPEIHUO3HOM JIN-
TepaType, TeMa «TAJaHTHBIX IPA3THECTB)» B )KUBOIHCH U TEATPE TOTO BPEMEHH, JIESITEIBHOCTh CBETCKUX CAJIOHOB 1
Ip. — BCE 3TO €O3/1aBajo 0COOYI0 Cpeny, B KOTOPOH BBIPAaOATHIBAIOCH CTABIIEE OAHUM M3 OCHOBHBIX 3CTETHUECKUX
KOHIIENTOB (PPAHITY3CKOM KYJIBTYPbl HOHATHE «TaJaHTHOCTH», JJIsl KOTOPOTO MacTOPaJbHOCTh IPEBpaTHIIACh B U3-
TMOOIeHHBIH MaTepral U GopMy apTHHHUIHAIBHOTO BOIUIOIMEHH. He cirydaiiHo cTonb cBoeoOpas3Has U penpe3eH-
TaTHBHAs >KAaHPOBAs MOAETb — (hpaHIly3CKasi TaJlaHTHAS IMaCTOPAIb — BIIOCJIEACTBUU B CBOIO OYEpE/lb CTAHOBHUTCS
CyOBEKTOM TPaHCHAIIMOHAJIBHBIX BIMSIHUH.

Taknm 00pa3zoM, pacCMOTpPEHHE ANANEKTUKN HAIIMOHAIBHOTO M TPAHCHAIIMOHAIBHOTO CIIOCOOHO 000TaTUTh HO-
BBIMHU paKypcaMH KaHPOBOE HCCIICIOBAHNUE.

KnrogeBbie ciioBa: aHp, HAMOHAIBHOE, TPAaHCHAIMOHAIBHOE, TAaCTOPallb, MAAPHTall, TaJaHTHBIH CTHIIb

The National and the Transnational
in the Historical Reception of Pastoral Genres

The article researches the phenomenon of interaction of the national and the transnational in the history of genre on
the example of the pastoral, a unique genre in terms of the longevity of its existence (23 centuries) and the diversity of
its manifestations in various arts, including music. The concepts of the national and the transnational are elaborated by
the author in relation to the topic of research. In the sphere of genre of the musical pastoral it is advisable to examine
two contrasting variants of interaction of the national and the transnational. The first of these is connected with the
reception of the Italian madrigal (the chamber-vocal variety of the pastoral) in England of the late 16 and early 17"
centuries, when the processes of adaptation of a foreign genre did not lead to its total assimilation on the soil of a new
nation. The other variant is that connected with the musical-theatrical variety of the genre: it is the example of the
adaptation of the Italian scenic pastoral France, the result of which was the formation of an individual national model
of the genre.

The cult of aestheticized shepherds and shepherdesses in the literature précieuse, the subject of “fétes galantes”
in painting and theater at that time, the activities of beau-monde salons, etc. — all of this created a special milieu, in
which the concept of “gallantry” was developed. This became one of the chief aesthetical concepts of French culture,
for which the pastoral became the favorite material and form of artificial transformation. It is not perchance that such
a unique and representative genre model — the French gallant pastoral — subsequently, in its turn, becomes an entity of
transnational influences.

Thereby, the examination of the dialectics of the national and the transnational is capable of enriching the research
of genre by means of new perspectives.

Keywords: genre, the national, the transnational, pastoral, madrigal, style galant
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CEMAHTHUYECKUE NMPOLECCbI B OPHAMEHTAAbBHOM TEMATU3ME
MHCTPYMEHTAAbHbLIX COYMMHEHNU BAPOKKO
(HA MPUMEPE BACCO-OCTHUHATHbIX )XAHPOB)

CTOPHYECKH CJIOXKHBIIMECS Oapou-

Hble 0acco-OCTHHATHBIE aHPbI, Kak

W3BECTHO, OCHOBAaHbI HA OIIO3ULUU
HEU3MEHHO IOBTOpSIIOIIeHcs TeMbl 6aca u 00-
HOBJISIIOILIETOCS TeMaru3Ma BEpXHEro (Haj-
OCTHHATHOIO) Iuiacta. GeHoMeH Bapualui Ha
basso ostinato 10CTaTOYHO WM3Yy4YEH, TOTAA Kak
npoOiemMa TEKCTOBOM OpraHu3aluu o0pasylo-
IIMX €ro TeMaTHYeCKUX IUIaCTOB paccMaTpu-
BACTCS CPABHUTEIIBHO HeaBHO'. OCOOCHHO ATO
KacaeTcsl TeMaTu3Ma HaJ-OCTUHATHOIO IUI1acTa,
KOTOPBIA 4acCTO B HCCIEAOBAHUAX MPEIACTAET
Hepeabe(HbIM U JIEKCUYECKH HEUTpaIbHBIM.
Ero cmpicioBoe 60rarcTBo, Kak IpaBUIIO, CBO-
JUTCS B HAONIOEHUSAX TOJNBKO K (PUTypaIroOH-
HOMY TE€MaTHU3My M €r0 BHEIIHUM (PaKTypHBIM
pU3HaAKaM — BHEKOHTEKCTHOMY, CyMMapHO-
My M IPOLECCYaJTbHOMY XapaKTepy 3By4YaHUS,
criocobHoctn K BapbupoBanuio (B. Llykkep-
MmaH, E. Anmens [E. Appel], P. I'pecc [R. Gress],
V. Henscon [U. Nelson]). Bmecte ¢ Tem on
ABJISIETCS. CaMOCTOSITEIbHBIM CTPYKTYpPHO-CE-
MaHTHYECKUM (EHOMEHOM, HMHTEPECHBIM I10
JIEKCUYECKOMY HaIlOJHEHUIO U crieu(uKe Mpo-
TeKarolux npoueccos. IlepcrnekTuBsbl ero uc-
CJIEIOBaHMsI OTKpbIBaeT pa3paboranHas B Jla-
O6opatopun My3biKanbHOU ceMaHTuku (JIMC)
METOAOJIOTHSI CeMaHTH4YecKkoro ananuza. Eé
LHEHTPAIBHON KaTEeropueu SIBIAETCS «UHTOHA-
IIUOHHAs JIEKCUKa» — COBOKYIHOCTb yCTONYH-
BbIX M y3HABAa€MbIX 00OPOTOB C 3aKPEIIEHHBI-
MU 3HaYCHUSMHU, KOTOPBIE BXOIAIT B TEKCT Kak
LEJIOCTHBIE UHTEPTEKCTya bHbIE 00pa30BaHuUsl.
CocraBisioT e€ ceMaHTu4eckas purypa u Jiek-
ceMa, 3HAYCHHUS KOTOPBIX HEe TOXK/IECTBCHHBI”. B
TEKCTE MHTOHAIIMOHHBIE €IUHUIIBI yYaCTBYIOT

15

B IPOLIECCE CMBICIIO00PAa30BaHUs, BCTyHasi BO
B3aUMOICHCTBHE PYT C IPYTOM U 000ramasch
JIOTIOJTHUTETFHBIMH OTTCHKaMHU-3HaYCHUAMU. B
9TOM CBSI3U aHAJIM3 TEMaTU3Ma HaJl-OCTUHATHO-
ro IJlacTa B CTaTb€ OPUEHTHPOBAH Ha pabOThI,
IJIe pacCMaTpUBAIOTCA CTPYKTYpHBbIE U CEMaH-
TUYECKUE TPOSBICHUS MEJIOAUKO-PUTypaLu-
on”oro temaru3ma (JI. IllaiimyxameroBa [8];
JI. HlaiimyxametoBa, H. Cenuaner [9]; Anek-
ceeBa U. B. [1-3] u np.).

B Hag-ocTMHATHBIM IUTACT MPOHUKAIU
JeKCeMbl pa3NnyHON 3TuMosioruu. OHM cHo-
cobcTtBOoBaJI  (POPMUPOBAHUIO H  oOoOTaIIe-
HUIO XY/IO’)KECTBEHHOTO IMPOCTPAHCTBA MEJIO-
TUKO-(GUrypalMoHHOro TeMarusma. Bwmecre
C TeM, B NPOIECCe €ro MHAWBHIyaJIM3allUH,
HACBILIEHUS] 3HAKOBBIMU SJIEMEHTAMU IPOsSB-
JSIIOTCSL TPOIIECChl PAa3BEPTHIBAHUS JIEKCEM B
Oosiee pa3BUThIE U CUHTAKCUYECKH O(OPMIICH-
HbI€ (B BUJIE MOTHBOB, (pa3 U T. /I.) CEMaHTUYE-
ckue ¢urypsl. [locneanne obaagaroT OOIBIIN-
MU CHOCOOHOCTSMHU K aJaNnTallid B KOHTEKCTE
JMHEapHO-(PUTypallMOHHOTO ~ TeMaTu3Ma, a
TaKXXe HYHEPreTUYECKUMHU M BBIPA3UTEIbHBIMU
BO3MOKHOCTSIMH. [Iporieccsl mpeoOpa3oBaHus
JIEKCEM B CEMaHTHUYECKHE (QUIypbl OTpaka-
10T 001IMe 1711 MY3BIKAJIbHBIX TEKCTOB OapoK-
KO TEHJEHIMH K KOOPAUHAIMH JIEKCUYECKON
1 CHHTAKCUYECKOW CTPYKTyp. B cBA3M ¢ aTUM
PaccMOTPUM HUX, PACIONIOKUB OT IMPOCTHIX K
0oJiee CI0XKHBIM.

Haubonee ectecTBEHHBIM Ipe/ICTaBISACT-
CSl KOHMeEKCMHOoe pa3eépmuléaHue JIEKCEMbl B
CEMaHTHUYECKyl0 (Gurypy 0e3 ydacTus HHBIX
EAMHUI] TeKCTa. DTO MPOUCXOIUT 3a CUET PO-
CTa JIeKCeMbl, NpeolOpa3oBaHUs €€ BHYTpPEH-
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HEHl CTPYKTYpbl IMOCPEICTBOM METPHUECKHUX,
3BYKOBBICOTHBIX, OPHAMEHTAJIBHBIX (DaKTOPOB.
[Ipu 3TOM nekcema oopmMisieTcs B LIETOCTHOE
CTPYKTYPHO-CMBICIIOBOE 00pa30BaHUE — MOTHB.

[IpeobpazoBanue lamento B OITHOKOPEH-
HYIO CEMaHTHYECKyr (Qurypy 0e3 MOIKIIO-
YEHUsl JOMOJIHUTENbHBIX JIEKCEM HalIrogaeM
B HAJ-OCTHHATHOM IuiacTe’ 3-if Bapuanuu
I'paynna e moll nnsa cxkpunku u yembayno
I'. IIépcenna. [Ipu coxpaHEeHUN XOPEUIECKOTO
CKOPHS» JI€KCeMBbI /lamento myTEM yBEINUYECHUS
e€ MacmraboB 00pa3yeTcs CEeMaHTHYECKas
¢urypa (1. 4 npumepa Ne 1). Ona nomenieHa B
CUHTAaKCUYECKH YCTOWYMBBIA CETMEHT TEKCTa
U HampasiieHa Ha O(hOpMIIEHHE MEJIOINYECKON
(pa3bl Hanbosee BECOMOIo rojioca — CoJIupy-
IOILEHN CKPHIIKH.

[Ipoueccy yBenwueHUsT TPOTSHKEHHOCTH
JIEKCEMBI MOXKET COITyTCTBOBAaTh PUTMUYECKOE
BapbUpPOBAaHUE W OpPHAMEHTHPOBAHHUE, KOTO-
pbI€ YCIOXKHSIOT €€ CTPYKTypy U COBMECTHO
C aHAJOTUYHBIMHU (PUTypaMu HAINpaBISIOT Ha
muddepeHnnanno My3bIKaJIbHOTO IPOCTPaH-
cTBa. B KOHTEKCTE OpPHAMEHTAJIBHBIX CTPYK-
Typ JIeKCceMa 4acTO JEMOHCTPUPYET MpPOTHU-
BOIOJIOXKHBIE TIPOLECCHl cemManmusayuu W
oecemanmu3zayuu’®.
[Tpumep Ne 1 I'. [Tépcenn. I'payna e moll
JUISL CKpUIIKU 1 uemOaso, 3-5 Bap.
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OOpa3ioM poXIACHUSI TaKOW CeMaHTHUYe-
ckoi Qurypsl sBistorcss Bapuauuu 1-2 Co-
Hatel Ne 7 «A Cinque» I. U. ®@. bubepa wiun
V akra «/lnoxnernana» («Triumph victorios
love») I'. Ilépcenna (mpumep Ne 2), rae cur-

16

HaJbHAs JIEKCeMa (argapsl B BUIIE MaKOPHO-
ro KBapTCEKCTAKKOP/Ia, UM €0 BapUaHTa «MHU-
KPOBOJIHBI-MIOJIYTPYIIETTO»  PacIBEUNBACTCS
«HOOWISIIIMOHHBIMY OpHaMeHTOM®. Moauduka-
LIMM CEMaHTHYECKOM (UIypbl BbI3BaHbI IOJ-
BIDKHBIM TEMIIOM PUTMHYECKOTO YMEHbILIECHUS
U BKJIOYEHHEM HHTOHALMOHHON (OpMyNbl B
HenpepbIBHOE JBMKeHHE. [laccaxHble CTpyk-
TYPBbI 3a0CTPSIOT €€ NHAUBUAYaJIbHbBIE U 3HAKO-
BbI€ CBOMCTBA.

BmecTe ¢ TeM B KOHTEKCTE OPHAMEHTHUKH,
MMUTAIIMOHHOCTH, CEKBEHIIMPOBAaHUS CEMaH-
ThYeckas (urypa 4acto yTpadyuMBaeT CBSI3b
C TMpeAMETHBIM cojepkaHnueMm. Tak, mpeoO-
pazoBanue ¢andapsl B CEMaHTHUUECKYIO (HHU-
rypy NpOUCXOIUT B Bapualuu 7 Ha3BaHHOIO
COUYMHEHHS, TJ€ OHA 3BYUUT B MPAMOM (map-
TUS TPYyO) U B IEPEHOCHOM (IApTHs CKPUIIOK)
3HaueHUsX’. MHOTOYMCIICHHBIE BapUAHTBI
npsiMOil U 0Opall€HHbIN, Pa3BEPHYTHIN C
IepeMelIeHeM TOHOB U CBEPHYTHIH B Cer-
MEHTBI-MOTHUBBI, MHOTOKpPAaTHO IIOBTOPSSACh,
o0peTaroT CTaTyc IIaBHOTO 3MOLIMOHAJIBLHOIO
«COOBITHS» C IPKOW CEMaHTUKON TOPKECTBEH-
HOTO JINKOBAHMUS.

[IpeobpazoBanue JeKCEMbl B CEMaHTHYE-
CKyl0 (uUrypy HpPOUCXOOUT TaKXKe HOCpe.-
CTBOM pa3JIMUHBIX UHTEPBAJIBHBIX U PUTMU-
YeCKUX MpeoOdpa3oBaHUM CTPYKTyphl. Tak, B
MHCTPYMEHTAJIBHOU clieHe u3 «Jlmoknerna-
Ha» [ [Iépcenna HemoJIHBIM BapUaHT CEMaH-
TUYECKON QUTYPBI 3010M020 X004 8ANMOPH
JlaH B cBOOOJHON KOMOMHAIIUKU 00pa3yomux
€ro HUHTEPBAJIOB U B PUTMUYECKU YMEHBIIEH-
HOM BHJE. 3]1eCh pOroBOM CHUIHAJ 3BYYHUT
B HMHBIX KOHTEKCTHBIX YCJIOBHUSX TOHAJb-
Hoctu C dur (BMecTO BaJTOPHOBBIX F' dur,
B dur, Es dur), a Takxke moouep&aHo — y
TpyO, CKpPHUIIOK U TOOOEB, YTO MPUIAET eMy
TO TE€POUYECKUH, TO JIUPUYECKUH U MACTO-
paJbHBIA OTTEHKHU.

bonee cinoxxHBIM SBISETCS 20pU3OHMANbL-
Hoe cyenjieHue OAHOKOPEHHBIX KOHTEKCTHO
peoOpa3oBaHHBIX JIEKCEM, YacTO Habtoae-
MO€ B BEpXHEM, Hauboyiee BECOMOM TOJIOCE.
C o1HOM CTOPOHBI, CUTYalUs JEMOHCTPUPYET
POCT NPOTSKEHHOCTU JEKCHUYECKOM €IUHU-
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[Tpumep Ne 2 I". TT€pcenn. «/Ilnoknernan», V akt, « Triumph victorios love»
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aK, HUCXOIMIlasd WHTOHAUUA lamento 00- P . o W 44 g ool
pa3yeT ropu30HTaJIbHYIO LIE€TIb U BXOJIUT B CUH- = =S e =
TaKCHYECKU OPTaHW30BAHHYIO CEMAHTHYECKYIO SN Y% VDU Y S SN
¢burypy BepxHero Iiacta maccakaamn «Ka- ’ - =
A~ —~ —
NPUYYKMO HA OTHE3J| BO3IIOOIEHHOTO OpaTay P AA I i s —
N. C. baxa (nmpumep Ne 3). durypa 3ByuuT B [IpH- S T 5 5
P <
OPUTETHOM MEJIOIUYECKOM TOJI0Ce U TyOIHpO- % =
= —

BaHa nHTepBajgamu (1. 1-3) u akkopmamu (T. 4).
[Tpu >TOM IlekcemMa BKIIIOYEHA B BOCXOJSIIYIO
cekBeHIMO (oT ToHoB b —d — f—a —b —¢),
3BEHbsI KOTOPOW AaKIIEHTHO BapbHPYIOTCS, HE
COBIIaJasi ¢ TAKTOM. PereTunmu, mpenecTBy-
omue lamento, 0OOCTPSIIOT AMOIMOHAIBHOE
HanpspDKeHUE W MOTYEPKUBAIOT KyJIbMUHAIIH-
OHHOE€ 3Hau€HHE Ka)XI0TO MOTHBA-CEMaHTHYE-
CKOM (pUTYPBHI.
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Yacto MOMEHT mnpeoOpa3oBaHMsl JEKCEMBI
poxaaer 3pdexT u3mMeHeHus: €€ CTPYKTYphl U
CEMaHTHKHU B MPOTHUBOMNONIOXKHBIC. Tak, B 18-i1
Bapuanuu Tpuo-conarsl ¢ moll Tl€pcemnna, ce-
MaHTUYECKYIO GUTYypy lamento — 3B€HO CEKBEH-
uuu hopMupyeT JTuHeiHOoe (TapTust 1-i CKpUIKu
npumepa Ne 4) crierieHue AByX HUCXOISIINUX 1
OJTHOM BOCXOJSIIEH MHTOHALIMH «3aJCPKAHUD.
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biarogapst BO3A€MCTBHUIO OCTMHATHOTO CHHKOIIW-
poBanus u Temmna Allegro, HECOOTBETCTBYIOIIETO
TUMOJIOTUH lamento, IPOUCXOAUT pa3pylIeHUe eé
MEPBUYHON CTPYKTYPbl U «CTUpaHUE» penbedHo-
CTH.

B ycrnoBHsX MHOrOCIOWHOIO BEPXHErO Te-
MaTUYeCKOro IulacTa OCOOEHHO BaXKEH IpoLecc
(hopMupOBaHUs CEMAHTUYECKOW (UIYypbl Ha OC-
HOBE OJIHOBPEMEHHOTO WJIM PAa3HOBPEMEHHOIO
8EpMUKAILHO20 cOYemaHusi OMHOKOPEHHBIX JINOO
pa3HOKOpeHHbIX JekceM. IIpu 3Tom poxnarorcs
IIPOTUBOIOJIOKHBIE XyJ0XKECTBEHHbIE 3(PPEKTHI
CO CMEHOH MpsAMBIX 3HaYeHUI (Urypsl Ha mepe-
HOCHble. HazBaHHBIA Iporecc IAEMOHCTPHUPYET
0o0beIMHEHNE B BEPXHEM TEMaTHUYECKOM ILIacTe
Pa3HOPOJIHBIX CMBICJIOBBIX HAIIOJHEHUH.

[Ipumep Ne 4 T [Iépcenn. Tpuo-conara g moll,
18-5 Bap.
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Tak, B 43-45-ii Bapuanusax Ilaccakanuu
¢ moll nna ckpunku conmo bubepa (mpumep
Ne 5)7 o61iee HUCXOAIIIEE TBHYKEHUE BEPXHETO TO-
Jloca BIUIETAET JIEKCEMY /amento B HETIPEPBIBHBIM
MOTOK «B3/10X0B». CpeqHuil ronoc e€ «o3By4HBa-
€T» OJHOBPEMEHHO C BEPXHHUM, HO B BUJIE PUTMH-
YECKU YBEJIMYEHHOTO MHTOHAI[MOHHOTO BOCXOXK-
nenus. B kaxmoi gurype BO3ZHHMKAIOT 3J€MEHTHI
poTHBOIBMKEHNUSI. CEKBEHIIMOHHASI CIIassHHOCTh
M TEKy4YeCTh WX 3By4YaHUs MOpPOXKIal0T addekra-
U0 JINPUKH.

[Ipumep Ne 5 T . ®. bubep. [Taccakanus ¢ moll
JUTSL CKpUTIKH couto, 43—45-51 Bap.
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[Tpuém BepTUKAIBHOTO COBMEIICHUS
OHOKOPEHHBIX JIEKCEM W CEMaHTUYECKHX
¢uryp 4acto AEWCTBYET B KOHTEKCTE IIO-
TU(QOHUYECKHX TPaBIII, HAIPUMED, IMHUTA-
uuu. Mudopmanus, 3amoxkeHHas B CEMaH-
TH4ecko (urype, ynpaupaercs. BosHukaer
3h(}EKT CIOKHO CKOMIIOHOBAaHHOTO, BHY-
TPEHHE MHOTOIIAHOBOTO TIPOCTPAHCTBA.
Hampumep, B HHCTpYMEHTAJIBHOW CIICHE U3
«uoxnernanay Ilé€pcemna (mpumep Ne 2)
KOHEIl KaXXIO0W OpHaMEHTaJIbHON (UrypBbl,
B KOTOPYIO TIOMeIIeHa (opMysa «30JI0TOTO
X0Jla BaJITOPH», COBIA/NACT C HAYAJIOM Clie-
TYIOUICH, HUBEIUPYS €€ CaMOCTOSATEIIEHOCTD
U TOMYEPKUBAsT SMOLIMOHATILHOE COCTOSHHE
JIMKOBAHMS.

Oco0blii Xyn0kecTBEHHBIH 3P (EKT BO3-
HUKAeT TPU KAHOHWYECKOM MPOBEICHUH
cemanTuueckux ¢uryp. Tak, nexcema ghan-
¢apwl, ipeoOpazoBaHHAS B CEMAaHTUYECKYIO
¢urypy, B Conare Ne 7 «A Cinque» bubepa
BKJIIOUYEHA B KaHOH (DUTYpPallMOHHBIX 3Be-
HBEB, O0PA3YIOMIMX EAWHYIO IENb JBHIKE-
Hus. BosHukaerT wumo3us O€CKOHEYHOIO
«bera mo kpyry». [Ipu stom andapa u eé
NpsIMbIe 3HAYCHHS BOBJIEKAIOTCS B MOTOP-
HYIO CTHUXHIO IIEJIOT0, TOAYEPKHUBAOIIYIO
9TH 3HAUCHMUSI.

HauGonee opranmuen npu dopmupo-
BaHHHM CEMaHTHUYECKUX (uUryp mpoiecc
cunmesa nexceM. YacTo B OZHO CTpPYK-
TYPHO-CMBICIIOBOE II€JI0€ OO0BEAMHSIIOTCS
OJIM3KHE 110 3THMOJIOTMHM JIEKCEMBI, Ha-
puMep, U3 «CIIoBaps» apuu xkainoosl. Pe-
3yJIBTaTOM CTAHOBUTCS EMKasi IO CMBICITY
My3bIKajdbHasa «metadopay. Tak, pacmapo-
CTpaHEHHBIM B BEPXHEM ILIACTE SIBIISICTCS
«COI03» JIEKCeMBI lamento W pUTOpHYE-
ckoil durypsl saltus duriusculus, xax B
6-i1 Bapuanuu Tpuo-conarsr [lépcenna.
CnuiaB 3akitodaeT B cebe OOJIbIIYIO CUTY
U aMIUTTYQy SMolui ckop6u®. OmHako
MMHUTAIMOHHAs PAaBHO3HAUYHOCTHh M CIIHT-
HOCTh 3BYYaHHsI CKPHIIUYHBIX IMapTHHA
MOAYEPKUBAIOT HECKOJIBKO 000OIIEHHBIN
XapaxkTep MPEernogHeCEeHHs TOH SMOLHUH B
MY3BIKE.
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TumoBBIM CTAHOBHUTCS CUHTE3 JICKCEM ILIACTH-
YECKOHM M JIaJI0BOM STUMOJIOTHH, HAIIPHUMEp, BTO-
PUYHBIX 3HAYCHHUUN pummopopmynvt capabanowvi ¢
WHTOHAIMeH lamento. Tax, B 4-i1 Bapuauu Tpuo-
conarel g moll Tlépcemna mHTOHAIUuU lamento
0(pOpPMIISIFOTCS TOPKECTBEHHBIM U BO3BBIIICHHBIM
1aroM capabanowl, onaaas moj| BIusHUe e€ Be-
TU4aBO-CKOpOHOM tutacTuku. E€ mennenusIil mar
CTAaHOBUTCS «MeTaoprueckum 00001IeHueEM 00-
pasa aBwxkeHus: craporo Bpemenu» [10, c. 65] u
3aXBaThIBAET BJIACThIO paBHOMEpHOCTU. OHAKO B
CIEp’)KaHHO-CYpPOBBbIC MHTOHAUUU lamento TeMOp
CKPHUIIKU IPUBHOCHT <JTUIHBIN» OTTCHOK.

B3anmopeicTBus ¢ ApyrumMu JIEKCEMaMU, PUT-
ModopMmylia capabarOvl BCSKHN pa3 obOperaer
HOBOE€ SMOIIMOHAJIbHOE 3BydaHue. Tak, e€ ciuiaB
C JeKceMoul lamento W puUTOpUYECKON (urypou
saltus duriusculus B 12-11 Bapuaruu Yaxons! u3 I11
akta «/[nokneTnanay, a Takke BO 2-W Bapualuu
Yakonsl g moll T1épcemna 3By4uT 0COOCHHO pe-
JIbe(HO B MEPBBIX NAPTUSAX COTUCTOB. 31ECh PUTM
capabandvl yKPOIIAET SMOIMOHAIBHYIO CTHUXHIO
CKayKa, HATONHSS MY3BIKYy CIACpKaHHBIM Jpama-
TH3MoM. B mocnennem oOpasiie putm capabas-
Ibl BIUIETEH B MHTOHAIIMOHHO-XPOMAaTHYECKYIO
KaHBy passus duriusculus (mpumep Ne 6). V-
JKEJSIIOIUN €€ aKKOPIOBBIM CKJIaJ IMOAYEPKUBAECT
BECOMOCTb, BCEOOINH XapaKTep AIMOLIUU BEJIUYE-
CTBEHHOM cKopOn’.

[Ipumep Ne 6 I [1épcemt. Yakona g moll, 2-s Bap.

[Ipuémbl mepeBopa JeKCeM B CEMaHTH-
yeckue QuUrypsl 4acto cBOOOIHO COBMeEIIIA-
torcd. [opu3oHTaIbHOE CLEIUIEHHE U BEp-
TUKaJbHOE COUYETAaHUE JIEKCEM O00pa3yloT
CIIO)KHOCOCTaBHYI0 CEMaHTHYECKYI0 (ury-
Py C MIMPOKUM KPYTOM 3HAYCHHUH.

B 5-ii Bapmanuu Largo u3 Konuepra
g moll nj1sl CKpUIKU, CTPYHHBIX U 4emOaso
A. BuBanbau (npumep Ne 7) BO3HUKAeT KOH-
TPAITyHKT SHEPTeTUYECKH ITOITUTHIBAOIINX
Ipyr Apyra, HO aCHHXPOHHBIX IO PHTMY
MHTOHALIMOHHOTO PUCYHKA, MEJIOAMYECKHUX
c0€B: ouH nIpeodpasyet Gpurypsl anabasis
U catabasis B durypanuu (mapTas COJU-
cta), Apyroi — hopmupyet dburypy lamento
(maptus continuo). Pe3ynmprarom omHOBpe-
MEHHOTO COBMEILEHHUSI Pa3IMYHBIX OpHa-
MEHTaJIbHBIX (PUTYp CTAHOBUTCS CMbBICJIOBAs
oaudoHus.

W3MeHYnBOM CYIIHOCTH MEIOAUKO-PU-
IYpaliOHHOTO0 TeMaTh3Ma COOTBETCTBYET
CUTyalsi, B KOTOPOH MPOUCXOJIUT CBEPTHI-
BaHUWE U pa3BEPTHIBAHHE CEMAHTUYECKON

¢burypsl.

[Ipumep Ne 7 A. Buanbau. Konnepr g moll
JUTSI CKPUTIKH, CTPYHHBIX B uemOaro, Il 4.,
5-s Bap.
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lamento BKJIIOUEHA B BEPXHHM IroJOC ABYXIO-
JIOCHOM JIMHUU U COIPSKEHA C PUTMOKOMILIEK-
COM capabanObl B PUTMHUYECKOM YMEHBIIICHUH.
Herunuunbie nans ceMaHTHYeCKON (Urypbl
MOABUKHBIA TEMIT U Ma>XOPHBIH JIaJl, COBMECT-
HO C CEKBEHTHOW MOTHMBHOU MEPUOJUYHOCTHIO
BOBJICKAIOT PENIbE(YHYI0 CEMaHTUUECKYIO (PUTY-
PY B CTUXHIO JIBHXKCHUSI, TIC yracaroT MPsSMbIC
3HAYEHUs CKOPOU U aKTyaJIu3UpYyeTCs rajaHt-
Hasl JIMpUKA.

OnHako B IMpoliecce MHTOHALMOHHOIO pa3-
BEPTHIBAHUSI CHUTYaIlUsl MMOCTOSIHHO MEHSETCS.
To cemanTtuueckas ¢urypa (cunres lamento n
capabanOvl) TIOCTETIEHHO CBEPTHIBACTCS B JICK-
ceMy lamento, TO TPOUCXOOUT pa3pylIECHUE
IJIACTUYECKON CTPYKTYPHI capabanovbl U «pac-
TBOpEHUE» lamento B pUTMUYECKH YMEHBIIEH-
HBIX BJIBO€ MEJOAWYECKUX (UTYparusax, Iie
ocTaércsl JUIlb OJuH rojioc. MHTtepecHo, 4Tto
C BO3BpamieHuEM pUTMODOPMYIBI capabarovl
Ha KaJICHIMOHHOM y4YacTKE BOCCTaHABIIMBAIOT-
csl €€ TaHIeBaJIbHO-IJIACTUYECKUE CBOMCTBA, a
nexcema lamento BHOBb pa3BEPTHIBAETCS B Ce-
MaHTHYeCKyto ¢urypy. Kpome toro, B MOMEHT
3aBepUICHMs BapuallUH MOAKIIOYAeTCsl «(Ury-
pa reporMvecKoro *ecTa», KOTopasi BOIUIOIIAET
3 (}EeKT TOPKECTBEHHOTO, BEITUYCCTBEHHOTO
3Byuanus'’.

[Ipouecc pa3BEpThIBaHUS JIEKCEMBI B CIIOK-
HO OpPraHM30BaHHYI0 CEMaHTUYECKYIO (QUTYpY
OTKpBbIBAET maptuto conrcra Largo n3 Konuep-
Ta JJISl CKPUIIKH, CTPYHHBIX U yembaino g moll
A. Buanbau (mpumep Ne 8).

[Ipumep Ne 8 A. Bupanbau. Konuept g moll
JUISL CKpUIIKH, CTPYHHBIX 1 yembaino, Largo,

1-4 Bap.
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351ech TOPU3OHTAIBHOE CIEIUIEHHE OHO-
KOPEHHBIX JIeKceM lamento (T. 1) maBHO Tiepe-
XOJIUT B CEMaHTUYECKYIO QUrypy, oopazoBaH-
HYI0 CHHTE30M lamento u saltus duriusculus
(1. 2-3). danee nexkcema lamento puTMHYECKHI
IpOOUTCS U BKIIIOYAETCS B KOHTEKCT OPHAMEH-
Ta, 00pa3yst cemantTuueckue Guryps (T. 5-7).
Jlekcema lamento B KOHIIE TAaKTOB 5—6 mapTun
continuo COBMECTHO C OJHOKOPEHHOM JeKce-
MOW B MapTHUH COJIMCTA CO3MAET CEMAaHTHUYeE-
ckyro purypy. YcioBus e€ penyKiuu (CHATHS
MOBTOPSIIOIIUXCS U OPHAMEHTAJIbHBIX TOHOB)
BBISBJISIIOT 371€Ch CKPBITHIA BapHaHT COBME-
mEHHBIX duryp saltus duriusculus u lamento
(a —d, g — ¢) B XapaKTepHOM JaKTHJINYECKOM
pUTME IOJOBMHHOW W 4eTBepTH. Bo3HMKaer
3¢ dexT yaBOCHUS HSMOIMOHAIBHO-IKCIIPEC-
CHUBHOI'O Hayajya, 3aJ0KEHHOTO B MHTOHALU-
OHHOM (hopmyre.

B uenom, HabmoaeHUs 3a ceMaHTUYECKH-
MU TIpoleccaMd B KOHTEKCTe ci1abo HHJIHU-
BUJlyaJIM3UPOBAaHHOTO TeMaTHU3Ma HaJA-OCTHU-
HaTHOTO I1acTa 0acco-OCTHMHATHBIX >KaHPOB
JNEMOHCTPUPYIOT HOCMOSIHHYIO  3AKOHOMED-
HOCMb nepesooa UHMOHAYUOHHOU ¢hopmyibl
8 Menoouyeckoe pazeépmuvléanue u oodujue
dopmvl 0udicenus. 3AeCh y4acCTBYIOT THIIO-
Bbl€ CEMaHTUYECKHUE CUTyaluuu: 1) aganranus
JIEKCEM B KOHTEKCTE JIMHEApHOTO OpHAaMEH-
TaJIbHOTO TEMaTU3Ma; 2) TOPU30HTAIbHOE WIH
BEPTUKAJILHOE COYETAaHUE JIEKCEM; 3) CHUHTE3
JIEKCEM JIaJJOMOAAIbHON U MJIACTUYECKOM 3TH-
MOJIOTUH; 4) MOIYJISIITUSL OTHOU W3 CUTYaIllil B
npyryto. [Ipyu 3ToM MOCTOSITHHBIMY CTAHOBSITCS
MIPOIIECCHI C8EPMBIBAHUS CEMAHTUUECKON (Pu-
Irypsl B JIEKCEMY U, HAIIPOTUB, pa36E€pmuvléa-
Hus. C OAHON CTOPOHBI, HA3BaHHbIE TIPOLECCHI
HaIpaBjIeHbl HA YTOUHEHHE WJIM KOHKPETH3a-
U0 00pa3HOTO CTPOSI U CIOCOOCTBYIOT €T0
uHauBUyanu3anuu. C Ipyroi, — 1€MOHCTpU-
pYIOT 3pGEeKT NTUHAMHUKHU MPOIECCYyabHOCTH.
E€ conmepxaTenbHbIl aKLIEHT 3aKIOYaETCAd B
MHOroo0Opasuu U IyOMHE YyBCTBEHHO-3MO-
[UOHAJIPHBIX TIEPEKUBAHUH, 3amedaTIEHHBIX
B HHCTPYMEHTAJIbHBIX COYMHEHHUSX OapoK-
KO, 00pa3HbIil MHUpP KOTOPBIX XapaKTepHU3yeT
CMBICJIOBas MOJTU(POHUS.
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S NMPUMEYAHUA (<o

' CM. 06 aTOoM mccnenoBanus apropa [1-3].

2 B OTCYEeCTBEHHOM MY3BIKO3HAHHU TEPMHHBI «CE-
maHTHueckas ¢urypa» (E. UYwurapésa), «uHTOHANU-
OHHBII cTepeotunn» (M. ApaHOBCKHIT), <«JIEKCEMa»
(B. Xomomnosa), «3Hak-uHTOHaIMs» (B. Menymes-
ckuit), «cemantema» (I. TapaeBa) yacTo ymorpeOIstoT-
csl Kak CHHOHUMEBI. BMecte ¢ TeM, B pa3paborkax JIMC
(YHKIMH «MHUTPUPYIOIIEH WHTOHAIIMOHHOW (OPMYIIBD)
(JI. [afimyxameToBa) — JIEKCEMbI M CEMaHTUYECKHE
¢urypsl — He ToxecTBeHHbI. CeMaHTHYecKas (urypa
— JIEKCUUECKasi CTPYKTypa My3bIKaJIbHOTO TEKCTa, CIIO-
coOHasi HakaryIMBaTh BTOPHYHbIC 3HAYCHUSI U OTKPBITAs
K TIpeoOpa3oBaHUIO MO/ B3aUMOJICHCTBHEM KOHTEKCTA C
LIEJIBI0 PACIIUPEHUsT CMBICTIOBOro auamnas3oHa. Jlekcema
— e€ penyuupoBaHHas ciioBapHas opMma, «KOPEHbY, KO-
TOPBIA XpaHUT B CBEPHYTOM BHJIC BCE IPAaMMaTHYECKHUE
(hOpMBI ¥ MOTEHIIMATIbHBIE 3HAYCHUS! (CMBICIIOBBIE BapH-
AHTBI), peaJn3yeMble B TOM WJIM HHOM KOHTEKCTE.

> TIockoNbKy B CTaTbe pacCMATPUBACTCS TOJIBKO
HaJI-OCTHHATHBII TUIACT, €r0 Ha3BaHUE HE YIIOMHUHACTCS
B 3ar0JIOBKax MPUMEPOB.

* HasBanHbIe mporiecchl u3ydeHsl B Tpyaax JI. [laii-
MyxameToBoil. CM., k mpumepy, «Murpupyomias HH-
TOHAIMOHHAs (GopMysia Kak (EHOMEH MY3bIKAILHOTO
MBIIIUTCHUS [8].

5 3mech MHTOHAIMS (aH(apbl 3BYYUT B YCIOBHSIX
MHOTOCOCT@BHOTO TeMaTnu3Ma MapTHil JABYX CKPUIOK M
rapMOHMYECKOT0 COIPOBOXJICHHsI (BTOpasi CTpOKa Ha-
3BAaHHOTO IPUMEPA).

¢ B paspaborkax JIMC mnepeHOCHbIE 3HAYECHUSI
JICKCUUECKUX EIMHUIl WHCTPYMEHTAJIBHOTO «CIIOBAPS)
CBsI3aHBI C ()OPMHUPOBAHHEM «3HAKOB-00Pa30B» MHCTPY-

MEHTOB B TEMATHU3ME Pa3IUUHBIX d10X. CM., K TPUMEPY:
Topneesa E. «KnaBupusie Tekctol U. C. baxa. [IpakTu-
Ka My3UIMPOBAHUS JMOXU O0ApPOKKO M e€ OTpaKeHHE B
CMBICJIOBBIX CTPYKTypax M aKyCTHUECKHX oOpaszax My-
3BIKAJILHOTO TEKCTa» [5].

7 31ech BEPXHHUH TEMAaTHYECKUN IUIACT BKJIFOYAET
B ceOs Ba (DYHKIIMOHAJIBHO IMPOTUBOMOJIOKHBIX CIIOS:
BEPXHUI BBITIONHACT POJb solo, cpemHuid — MapTUu
continuo. [TocneaHss sBIsIETCS COCTABHOM YacThIO ABYX-
TOJIOCHOH CTPYKTYpBI, HIPKHUM CJI0M KOTOPOI MPOBOAUT
basso ostinato.

8 B. MeayIeBCKHii BBIPQKCHUE IMOIUU OTYASTHHS
B MY3BIKC OOBSCHSCT B3aUMOJICHCTBUCM PE3KUX HUHTO-
HAI[MOHHBIX JIBM)KCHHUI (CKAYKOB) M MEUYAIBHBIX KPAaCOK
(MuHOpHOTO Naa) [6].

° B oboramieHud Kpyra 3Ha4€HHH CEMaHTHUYECKON
¢durypsl Benuka poib KoHTeKcTa. B 14-ii MuHOpHO# Ba-
puanmu Yakousl «Koponst ApTypa» CIUTaB WHTOHAIIMU
lamento ¢ PUTMOCTPYKTYpO#l capabanObl MPUOTKCH
K XOpairy, 4To poXaacT dPQPEKT MACCUBHOCTH BeJUYa-
BO-TOPJENUBOTO TaHIA. [IpOTHBOMONOXKHBIE 3HAUYEHUS
9TOr0 THUITUYHOTO JJIsi YaKOHbI PUTMOMHTOHAI[MOHHOTO
«KOMITICKCa» (POpPMHUPYIOTCS B S5-if Bapuarmu YakoHBI
C dur I1épcenna. MaXopHbIil KOJIOPUT ¥ MOTUBHAS IEPH-
OJTMYHOCTh MMHTALMOHHBIX MEPEKINUYEK COJUPYIOMINX
napTHil yCUIMBAIOT (KT TaHIIEBAILHON MOTOPHKH, a
TOPYKECTBEHHAS MBIIIHOCTh CApaOaHObl OTPaKaeT BHEII-
HUE CTOPOHBI CBETCKOM KYJIBTYPbI, B YaCTHOCTH, IpH-
JIBOpHOTO Oasera.

19 Jta uHTOHANUs ormmcaHa D). BIOKEHOM Kak «po-
MaHCKas Tepouyeckas Mo3a» B KHHUre «leponyeckuii
CTWJIb B omiepe» [4].
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CemaHTHuecKkue nNpoLeccbl B OpHaAMeHTaAbLHOM TeMaTu3me
MHCTPYMEHTaAbHbIX COYMHEHUI 6APOKKO
(Ha npumepe 6aCCO-OCTUHATHBIX XKAHPOB)

Cratbs COIEPIKUT Pe3yIbTaThl HCCISIOBAHUS CMBICIOBON OpTaHW3alMH OPHAMEHTAIBHOTO (BEPXHETO) TEMAaTHYECKOTO
mracta 6acco-OCTHHATHBIX YKAaHPOB MAJTOM3YYCHHOM M MPAKTHUECKH HE HCHOIHAEMOW MHCTPYMEHTAIHHON MY3BIKH
rxoHna X VI — nagana XVIII Beka. @UrypannoHHO-MEIOINIESCKUNA TEMaTH3M 0acCO-OCTHHATHBIX JKaHPOB PAcCMaTpH-
BAeTCs KaK aBTOHOMHBIN TEKCTOBOM miacT. C MO3UINH CEeMHOTHYIECKOTO MOIX0/1a UCCIeNyeTCsl (PEHOMEH CMBICIOBBIX
U CTPYKTYPHBIX MOAN(DHUKAIIUI HHTOHAIIMOHHO JIEKCHKH, HAMTOJHSIOMICH TEeMaTH3M BEPXHEr0 TEMaTHYECKOTO II1acTa.
IToxazaHbl poLecChl CMBICIONOPOKIACHHS TEKCTA: alalTalus JIEKCEM B KOHTEKCTE JIMHEAPHOIO TeMaTu3Ma; TOpU30H-
TaJbHOE U BEPTHKAIBHOE B3aUMOJEHCTBHE JIEKCEM; CHHTE3 JIEKCEM JIaJOMOJAIBHON U MJIACTUYECKOW STUMOJIOTHH,
CBEPTHIBaHHE CEMAHTUUECKOM (DUTYpPHI B JIEKCEMY U 00paTHbIi npoliecc pa3BEpThIBaHus. BhISBICHBI YHHBEpCATbHbIC
3aKOHOMEPHOCTH «CEMaHTU3AIMNY U «JIECEMaHTU3aIMN JIEKCEMBI B ITpoliecce e€ epeBosia B CEMaHTHIECKYO (Ury-
Py. ABTOp NPHUXOAUT K BBIBOJAM 00 MHAWBHAYyaIN3AIlMN OPHAMEHTAIFHOTO TeMaTH3Ma HHCTPYMEHTAIBHBIX COUYMHE-
HUI 6apoKKO, 00pa3HbI MUP KOTOPBIX XapaKTepHU3yeT CMBICIOBas ToNu(oHus. Uepes ucciieoBaHne MeKTEKCTOBBIX
1 BHYTPUTEKCTOBBIX CEMAHTHYECKHX IMPOIECCOB BHYTPH BEPXHET0 TEMAaTHYECKOTO IiacTta 0acco-0CTHHATO paccMa-
TpuBaeTcs rnpoiecc GopMHUPOBAHUS HHCTPYMEHTAILHOTO TEMaTH3Ma 3araIHOEBPOIEHCKOro 0apOKKO.

KnrodeBble ci10Ba: MHTOHAIIMOHHAS JIEKCHKA, My3bIKaJIbHAsI JIEKCEMa, CeMaHTH4YecKasi (Urypa, OpHaMeHTaIbHBII
TEeMaTU3M, HHCTPYMEHTaJIbHAasI My3bIKa 3aI1aTHOEBPOIEHCKOro 6apoKKo, 6acco-0CTUHATHBIC YKaHPHI
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Semantic Processes in the Embellishment Thematicism
of Baroque Instrumental Compositions
(on the Example of Basso-Ostinato Genres)

The article presents the results of research of the semantic organization of the embellishment (upper) thematic stratum
in basso-ostinato genres in the seldom researched and virtually unperformed instrumental music of the late 17" and
early 18" century. The figured-melodic thematicism of the basso-ostinato genres is examined as an autonomous textual
stratum. The phenomenon of semantic and structural modifications of intonation-based vocabulary permeating the
thematicism of the upper thematic stratum is studied from the positions of a semiotic approach. The processes generation
of meaning of the text are shown: adaptation of the lexemes in the context of linear thematicism; the horizontal and
vertical interaction of the lexemes; the synthesis of the lexemes of the scalar-modal and plastic etymology: the folding
of the semantic figure into a lexeme and the reverse process of unfolding. The universal laws of the “semantization”
and “desemantization” of the lexeme are revealed during the process of its transfer into the semantic figure. The
author comes to the conclusion of the individualization of the embellishment thematicism in Baroque instrumental
compositions, the image-bearing world of which is characterized by a notional polyphony. Study of the intertextual
and innertextual semantic processes within the upper thematic stratum of the basso-ostinato reveals the process of
formation of instrumental thematicism in Western European Baroque Music.

Keywords: intonation-based vocabulary, musical lexeme, semantic figure, ornamental thematicism, Western
European Baroque instrumental music, basso-ostinato genres
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TPUAOTUA b. HUAbBCOHA «BRIEF AN GOSTA OSWALD»
B KOHTEKCTE XYAOXECTBEHHbIX MCKAHNIN ABAHTAPAA 1950-1960-x roaoB

MIPOCTPAHCTBE aBaHTrapAHON My3bIKu 1950— [Iux TBOpuUeckoro B3néra HumbcoHa mpu-
1960-x romoB ¢urypa MBEACKOro KOMIIO3U-  MI€ncs Ha koHen 1950-x — nagano 1960-x romos,
topa by Hunmbcona npuBnekaer cBoeld He-  MEPHO aKTUBHBIX IKCIIEPUMEHTOB BO BCeX 0071a-
OPIMHAPHOCTBI0 M HEOJHO3HAYHOCTBIO. «[€HMEM  CTAX MY3BIKAJIBHOIO MCKyccTBa. Jl0CTaTO4HO Cy-
n3 ManbmOeprera» Ha3BaId KPUTUKH IOHOTO My-  II€CTBEHHBIM U INIOOAIBHBIM IPE0Opa30BaHUAM B
3pIKaHTa, 4eil 1e0roT, cocrosBimMiics B 1956 romy  3TO Bpems mojsepriiack cepa BOKaJIbHON My3bl-
B KénbHe, nponssen Hacrosulyro ceHcanmro. JIBe  ku. OTKa3 OT TOHAJIbHOW FapMOHHMH, PaBHOMEp-
KOPOTKHE Tbechl 1 (uieiTsl, Oac-kinapHera, pop-  HOW TeMIlepaiuu, MHUPOKUH HHTepec K TeMOpy
TEMNAHO U yIapHbIX, IPO3BYYABIINE B CEPUU KOH-  CTHMYJIMPOBAJIM IOMCK HOBBIX CIOCOOOB 3BYKO-
ueproB «Musik der Zeit», mopaswim cinymiareneil.  W3BJIEYCHUS M MPHUBEIH K IEPECMOTPY MpPEexHEN
Hammcannsble, mo cinoBam aBropa, B CEpHAJIbHOM  CHCTEMBI B3aHMMOOTHOILEHUS CJIOBA U MY3BIKH,
TEXHHUKE, OHM 00JIa/1alI TAKMMH BBIPa3UTEIbHBIMA  0003HAYMB KaU€CTBEHHO HOBBIHM 3Tall B Pa3BUTHU
KaueCTBaMH, KOTOPbIE CEpHallbHasi My3bIKa B CBOEH  BOKAJIbHOI'O UCKYCCTBA.
YBIEYEHHOCTH TOTAJIBHOW OpraHu3alel Marepua- CoOCTBEHHO, OCHOBHBIE HAIIPABIEHHS XY/IO-
JIa ¥ Pa3IMYHBIMU MHTEIUIEKTyaIbHBIMU Ollepalli-  JKECTBEHHBIX MCKAaHWN B ATOW oOnactu ObUTH 3a-
sIMH, Ka3aJloCh, COBCEM yTpaTuia. «Xpylkas 4yB-  JaHbl emé B epBoil Tpetu XX Beka. OJJHO U3 HUX
CTBUTEJILHOCTbD, MOIO0HBIE TayTHHE KOHCTPYKIMM  Kacajoch (hOpM MHTErpanuu pedd u nenus. Ipo-
BMECTWJIM MOMEHTBI BHE3AIIHOM KPacoTbl, paMa-  BO3BECTHUKOM HOBOI'O MCKYCCTBA BBICTYIHJI, KaK
TH3Ma U JIETy4el arpeccum», — TaK OXapakTepu30-  HM3BECTHO, MUK ApHonbaa [I€nbepra «JlyHHbII
Bas1 My3bIKy Humbcona ['ynnap Banbkape [12,¢. 13]. ITsepo» (1913), BokanbHast mapTust KOTOpOro (3Ha-
CBoeoOpasne TBOpYECKOro OONMMKa MOIOAOro  MeHuTas Sprechstimme) OamaHcHpoBaia MEXKIY
mBesia O0yCIOBWIM MHOTHE (DAaKTOpbl, KOTOpble — JAeKiIaMalyeil u rneHueM. JTO COYMHEHHe, CIpa-
BIIOCJIECTBUM CBITPAJIM HEMAJIOBAXKHYI0 pOJIb  BeUIMBO Ha3BaHHOe Mropem CTpaBHHCKUM «COII-
B CTAQHOBJICHHH €0 MOUCTHHE TPHUyM(AJIbHOTO  HEYHBIM CIUIETEHHEM, COJIbIO My3bIKH Hadaima XX
ycnexa. JKust Ha camom ceBepe [IBeruu, 3a [lo-  Beka» [4, c. 107], okazaiock KpoMe TOro BMECTH-
JSIPHBIM KpPYIOM, HE HMMesl aKaJIEeMHMUYECKOIO My-  JIMIIEM HOBBIX XyHOKECTBEHHBIX, CTPYKTYPHBIX,
3bIKQJIBHOTO OOpa30BaHUs U IOJArasich JIMIIb HA  HMHCTPYMEHTAIbHBIX, TEaTPAIbHBIX M S3BIKOBBIX
COOCTBEHHYTO My3bIKaJIbHYIO HHTYHIHIO, Huiibcon  mpeii. HoBatopckue moctmxenus «JIyaHoro ITbe-
CO3/1aBaJl My3bIKY, B KOTOPOH 4yTKO YJIAaBIMBAIUCh  PO» INOIYYWIM JajbHEHIIEe pa3BUTHE B TBOpYE-
HOBeMIlIMe My3bIKaJIbHbIE TEHJEHIIMA W BOIUIO-  cTBe Bramumupa ®orens, Xanca Diiciepa, [Ibepa
IIAJICS CaM «JIyX BpeMeHm». U XoTs Brocinencteur  byie3a M MHOTUX JPYTHX My3bIKAHTOB.
KOMITO3UTOP IIPU3HAJICS B TOM, YTO B HEMAJIOHU CTe- WHo#l BekTOp pa3BUTHsS ObUT CTUMYIHPOBAH
MeHN MUCTH(UIIMPOBAI CBOM CEPHAIIBHBIC OITYChI',  AKCIEPUMEHTaMH [aJanucTOB, Pa3BHBIINX (hOHeE-
YeM BIIOJIHE 3aCIy)KEHHO CHHUCKAJI CIIaBy enfant  THYECKYIO I033HMI0, OCHOBAaHHYIO Ha OTKa3e OT
terrible mBeCKON MY3BIKH, €TO MPOU3BECHUS OT  S3BIKOBOWM CeMaHTHUKU. Xyro bamie, co3nmarens
9TUX OTKPOBEHUH, KaK KQXKETCsl, TOJIbKO BBIMTPAJIM,  TaK HA3bIBAEMOIO 3BYKOBOIO CTHXOTBOPEHUS
cras emé Oosnee 3arajo4HpIMu U HenocTkuMbIME  (Lautgedicht), otHOCcHICS K s13bIKY Kak (opmaib-
B IJIa3aX My3bIKJIbHOI OOIIECTBEHHOCTH. HOMY 3ByKOBOMY Marepuaiy. Ero ctuxu cocrosum

24



2015,3

XYAOXEeCTBEHHbIM MUP MY3blKAaAbHOTO MPOM3BEAEHNS

0

U3 BBIIYMaHHBIX CJIOB, COEIMHSBIIHMXCS CO CJIOTa-
MU 1 pOHEMAMHU B OOIIYIO 3ByKOBO-PUTMUYECKYIO
KOHCTPYKIIHIO. DTOT OIIBIT MOTYy4HII CBOEOOpa3zHOe
IPEJIOMIIEHHE B TBOPYECTBE KOMIIO3UTOPOB-CEPH-
anuctoB. CepuiiHOE yNOpsA0YMBAaHUE Pa3INIHBIX
HapaMeTpOB MY3BIKAJILHOTO s3bIKa (BBICOTHI, JJTH-
TEJIILHOCTH, JMHAMUKH U TeMOpa) PUBEIIO K 0CO3-
HAHUIO TOTO, YTO ()OHETUUECKOMY aHAJIN3Y MOXKET
OBITH MOJIBEPKEH M CaM TEKCT BOKAJIbHOW MY3bI-
KU, YTO M3HAYAJIBHO CIIUTHIE BOEIMHO CMBICI U
3BYy4YaHHE CJIOBa MOKHO 000COOUTH, CKOHIIEHTPH-
POBAaBIIMCH JIMIIb HA MATE€PUANBHOU CTPYKTYpE.
B 1950-e roap! nosiBUIICS LB Psiji BOKATbHBIX
NPOU3BE/ICHUH, B KOTOPBIX (POHETUUECKHE CBOMI-
CTBa TEKCTAa PACCMAaTPUBAINCH KaK KOMIIO3UIIH-
OHHBII sneMeHT. [IpuHiun paboTel ObLT 00IIUM
U OCHOBBIBAJICA HAa TOM, YTO TEKCT PacUJICHSIICS
Ha 3BYKOBBIC YacTh ((poHEeMbI) U pa3padaThIBaiICs
B JaJbHEHIIEM KaK ITOJHONPABHBIA MY3bIKaJIb-
HBIM MaTrepuas. BepImHOM 3TOro HarpaBIcHUS
craja 3HameHuTas kantara Jlymmxu Hono «Il
canto sospeso» («IIpepBanHass mecHb», 1956)°.
JanbHeiime pa3pabOTKy BEU K UCTIOIB30BAHUIO
anektporukn. B «Gesang der Jiinglinge» («Ilecne
foHomei») Kapnxaiinna IllTokxay3zena rpamanuu
SI3bIKOBOM SICHOCTH BBICTYITHJIM CPEJICTBOM apTH-
KYJISIIMH My3bIKaIbHON (POPMBI.

Takum o6paszom, B 1950—-1960-e roasr komro-
3UTOpaMH pa3padaThIBAIMCh HOBBIE BO3MOXKHOCTH
U IYTH Pa3BUTHS BOKAIBHON MY3BIKH: peueBOe
neHue, (POHeTHYECKUi aHaIN3 TeKCTa, COYMHEHNE
HOBOT'O HECEMAaHTHYECKOT'O S3bIKa, FIKCIIEPUMEHTHI
C HHCTPYMEHTAJIbHBIM COCTaBOM M IIPOY.

Kaxk B 3epkanie, B My3bike HunbcoHa 3areuar-
JEIUCh MHOTHE XYyHIOXKECTBEHHbBIE 3aBOCBAHMS
aBanrapna. OnHuM 3 HanboJee N3BECTHBIX U 3HA-
YUTEJIBHBIX COYMHEHHH MOJIOIOro IIBEAa CTaja
tpwiorusi «Brief an Gosta Oswald» («ITucemo
Mécra OcBanbay»). OHa BbI3BaJIA HEOHO3HAYHEIC
OLICHKU KPUTHKOB U 0Ka3aJ1aCh, 10 MHEHHIO MHOTHX
3aIaIHbIX UCCIIE0BATEN e, TOBOPOTHBIM ITyHKTOM
B TBOpPUECTBE KOMIIO3UTOpA. TpHIIOrus mpezcTas-
asier cobor mukn u3 Tpéx kanrtar: «Médchen-
totenlieder» («IlecHn ymepieit geBymkm», 1958),
«En irrande son» («CtpaHCTBYOIUiA CBIH», 1959),
«Och visaren 1 hans d6gon vreds l&ngsamt tillbaka»
(«M B3z e€ ObuT 0Opamen Hazamy, 1959).
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B ocHOBy kaxmoil yactu OBIIM IOJOKEHBI
TEKCTHI COBPEMEHHOTO 1109Ta U mucarens Mécra
OcBanpna (Gosta Oswald, 1926-1950), sipkoro
NPEACTAaBUTENS IIBEICKOI0 MOJIEpHHU3MA. 3apy-
OexHble My3BIKOBEIIBI HE pa3 oOpaland BHUMA-
HHUE Ha OOIIHOCTH TBOpYeCcKHX Hatyp Hunbcona
n OcBanbja U OOBSCHSIIM WHTEPEC KOMIO3HUTO-
pa «m3buparenbHbIM cpoacTBoM» (cM.: [6; 10]).
JIeiCTBUTENBHO, MEXAY HHUMHU MOXHO OOHapy-
XKUTh HEMAJIO OOIINX YepT, Kak Ouorpaduaecko-
ro, TaK U 00IIeXyI0kKecTBeHHOTrO TonKa!, Beé xe
[103Ta ¥ KOMIIO3UTOpA B MEPBYIO Oo4depenb cOMM-
KAIOT UHTEJUICKTYaJIN3M H AIUTapHOCTb.

TexeT 1 Ha3BaHMS KaHTAT ObUTH 3aMMCTBOBAHbI
n3 pomana Ocanbaa «Ponno». OHM 1EMOHCTpH-
PYIOT THITMYHYIO JUISl IIBEJICKOTO MUCATENS TEXHU-
Ky aJUTIO3H, OCHOBaHHYIO Ha aCCOLIMAaTHBHOMN KOH-
tamuHanuu. Tak, 3arotoBok «Madchentotenlieder
OTCBHUIAET OTHOBPEMEHHO K JIBYM MU3BECTHBIM COUH-
HeHussM — niecHe @Dpanra [ly6epra «Der Tod und
das Médchen» («CmepTh 1 JeByIIKa») U BOKAJb-
HoMmy 1ukiy ['ycraBa Manepa «Kindertotenlieder»
(«ITecan 00 ymepmmx neTsx»). B Ha3BaHuu BTO-
poii kaurarsl «En irrande son» («CTpaHCTBYIOIIUIA
CBIH») TepervIeNCh HAMMEHOBAaHUS JIByX M300pa-
JKEHUU W3BECTHOTO TOJUIAHJICKOTO XynoKHHKa He-
ponuma bocxa «Den forlorade soneny» («bymaabrii
cei») U «Den irrande ddren» (OykB. «CtpaHCTBY-
IOIIMI IIyTery, 0ojiee N3BECTHO Y HAC I10J] UMe-
HeM «CtpanHuk»). Kaptuna «biynHbli cbin» npH-
HAJUISKUT TO3THEMY IepHoay TBopuecTBa bocxa
U sIBJIseTCsA cBoeoOpa3Hoi Bapuanuen «CTpaHHH-
Ka», pa3MeIIEHHOTO HA BHEIIHMX CTBOPKAX 3Ha-
MenuToro tpuntuxa «Hovagnen» («Bo3 cena»)’.
Ha o0oux n300pakeHHsIX MpeCTaBiIeH yCTalbId
1 00OpBaHHBINA IMYTHUK C IJIETEHBIM KOPOOOM 32
cruHOW. Jleranu mnensaxa CiyKaT aJuIerOpHsIMU
OIIACHOCTEN M MCKYIIEHMH, OACTEPETaroInX H-
JIUTPUMA Ha KU3HEHHOM ITyTH.

B tekcre «En irrande son» uMeroTcst Takxke oT-
CBUIKM K BOKasbHOMY LikiTy LllybGepra «Winterrei-
se» («3umHMI TyTHY). Ppasa «han kastar en mager
skugga over sanden till reskamraty («ona [myHa]
Opocaer OnemHyr0 TeHb Ha TECOK CBOETO CITyTHH-
Ka») €CTh a/UTIO3US Ha CJIOBAa NEPBOI MECHU LKA
«Es zieht ein Mondenschatten als mein Gefihrte mit»
(«IyHHas TeHb CIIEAYeT 32 MHOM, KaK CILyTHHK).
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Tekctbl, n3dpanubie HuiabcoHOM Ui KaH- lNecHn ymepuuei AeByLUKK

TaT, JOCTATOYHO CI0KHBI. OCHOBHBIMU HX CBOM-  KOIJA CBETACT MEX BETBEH
CTBaMH, ITOMHUMO HAIIOJHEHHOCTH KYJIBTYPHBIMU  KOIUIAd BETBATCA Cy'bs
AJUTIO3USIMH, SBIISIOTCS CMBICJIOBAs MHOTo3Hay- ¢ MX HUCIAJAaromnMH BOJOCaMHU

MEHS OTBOJAT K JAPEBY U FOBOPSIT

HOCTh, ACCOIIMAaTUBHOCTh, MPUUYIJIMBOCTH 00-
MBI JapUM TeOsl CMEPTH

pa3oB, HEPEIKO OTCYTCTBHE JIOTMUECKOW CBS3H
MEXKAY JJIEMEHTaMH, TOCIOJCTBO CBOOOJHOTO  KOIZA €IIE TEMHO CMEPTh IPOCTUPAET

CTHUXA, OTKA3 OT [IYHKTYalluu:
C BEPIIMH CBOIO PYKY YBUTYIO

KopaJliilaMu C IBETaMU €AKUMU —

CTpaH CTBYIOU.I,Mﬁ CbIH KaK B3ATh €€ JOJDKHA S

BETEp B BEPIIMHAX JICPEBHCB
npoHEccs ¥ IOTOHYI B ITyOUHE
MOpCKasi 36I0b pa3nuiach Ha Opere
MEK/Ty YyTPOM M HOYBIO

MeKIy THEM Oe3 TeHU

KOTJIa OHU MHE U BETPY JapAT CMEpPTh
pOSATCS MIMETH — B MOUX BJlacax
COOpYy’Kas yJe JUIs IBETOB KOJFOUUX

1 MaJICHBKHUH JIbSIBOJILCKHAH IITMEIb
HaXOIHUT MOE JIOHO U JKaJIUT MEHS HEKHO

1 ITyOOKOBOJHBIMH ITPOCTPAHCTBAMH JIyHBI
OHa OpocaeT OIeIHYIO TeHb

Ha MIECOK CBOETO CITyTHUKA

MOTepIu

U [IPEBPAIACTCS] B CMEPTEIILHYIO OTPABY
KPOBb MOSI
OepéT cMepTh 3a PyKy MEHsI

s OTAAKOCh BCEMY

N B3rasia eé 6biA 006palLLéH Ha3aA,

TaM CTOSJIa MOSI CMEPTh C PACKOJIOTHIM JIOOM H ’KHM3HB 000pBaIach’
paspyLIUTENbHbIC KPbUIbSl HAIOJIHUIN, BCE OXBaThIBast, capkoQar,

Y OKOH CTOSUIa, YUCTasl U XOJIOAHAS, CMEPTh,

1 U3 JBIMSILETOCs TPyNa )KU3HU COUMIIACH MOS 00JIb, 30JI0THUCTAast Kak MEN,
1 13 e€ pacKoJIOTOro Yeperna — Bech MOl oOMaH

TaK CBOOO/IHO BCTPETHII 51 CMEPTH

MOs CMEPTh ObLIa SHAYUTCIBbHCC, YCM CMCPTh OCTAJIbHBIX —
FJ'IY6)KC, OKOHYAaTEeJIbHEE U OECCMBICIICHHEE
Ha JIMHHSIX ee J10a He BUIHEIOCH CJIICO0B HaHpﬂ)KéHHLIX pa3HYMHﬁ

1 B30I €€ ObUT 00paléH Haza

s OCTAaBWJI IO ACPEBLAIMU BECTPBI
1 CMCPTH MOBEJIa MCHSA IO CTPAHC I[O6pI:IX TCHEH

T7IC BOJIOCHI PACITyCKAIOTCS TTOJOOHO TMayTHHE

M BOJIa OMBIBACT MEHS CJIE3aMU, CKOJIb3s B BOJIOCAX,

— MOM S3bIK MOJIHAs JIOXKKa 3epHa,

T7Ie TPYAH B3ABIMAIOTCS OT BETPOB KaK TUMHEI Ml PACTBOPSIIOTCSI B BUHE U MENC
— KTO OOy /TaeT MOIO KKy

IJIOTOK MOPSI OCBEKAET MOM UpeCiia U BETepP OCBOOOXKIACT MX BOMOM

Y BBIBOJIUT MEHS U3 Oe3yMIst

TJIe TVIa3a OTPBIBAIOTCS OT CBOCH YIIBIOKH M HOTOTIJIOMHUKU OITYCKAIOTCS

— Kak OyaTo OBl He manasi, HO HaXOAT B )KU3HU OCHOBY

Tpernenia g 31€Cb HN4YEero HE BEAar0
s OTAAKOCh BCEMY

26



2015,3

XYAOXEeCTBEHHbIM MUP MY3blKAaAbHOTO MPOM3BEAEHNS

0

OrpomHOe 3Ha4e€HHE B OCBAJIbIOBCKOM IIUKJIE
umeer TeMa cMmeptu. E€ obpa3 npucyTcTByeT Bo
BCEX TeKcTax. BrpoueM, cam KOMITO3UTOp MpeJio-
CTeperas OT IOTBITOK pacCMaTpUBATh COUMHEHUS
KaK UX MY3bIKQJIbHYIO HHTEpIpeTannio. B vact-
HOCTH, OH yTBepkJai: «OTpaBHON TOUYKOW ISt
Mcdidchentotenlieder ... nukonM o6pa3om He Obla
MHTEPIIPETALUs TEKCTa, s He XOTell JIeHiCTBOBATh
KaK KaKOH-TO CBOET0 POAa My3bIKaJIbHBIN “TIel3a-
XKHCT”. 5] MPUBBIK BOCTIPUHUMATh MY3bIKY KaK aB-
TOHOMHBI MHp, B PUHIUIE HEIOCTYIHbIN IS
JVHIBUCTUYECKOTO aHajln3a, HENOCTH)KUMBIN
JUIS. MBICJIUTENBHBIX MPOIIECCOB MTPOU3HOCUMOTO
CJIOBA — KPOME TOT0, a0CypAHBII 1O CBOESH IIeIH,
WIN, BO BCSKOM CiIydae, Ype3BbIUaiiHO 3arajaod-
HbIl. CTHXOTBOpEHHE, KOTOpO€ JOJDKHO IIE€Th
COIIPaHO, MOMEIIECHO, CJIEJ0BAaTEeIbHO, B COBEP-
IIEHHO abCyp/HBINA 3ByYalIuil MUpP, KOTOPBIM He
MOYET OBITh CBSI3aH C KAKUM-TTHOO KOHIETITYaJTb-
HBIM 00pa30M CMEPTH WIH CIIEHOH CMepTH» (LUT.
mo: [7, ¢. 37]).

Bompexkn sTtoMy BbICKa3blBaHMIO Hunbcon
BCE JK€ JOCTAaTOYHO YYTOK K CMBICIIOBOM CTOPO-
HEe TeKCTa. B HEKOTOPBHIX CilydasXx My3bIKa BbI-
CTyHaeT Jake WUTIOCTpPAIel ero colepKaHus.
B «Maédchentotenlieder» crymenne u paspsixe-
HHE (aKTypHOU IUIOTHOCTH HEPEIKO HAXOAUTCS
B MPSIMOM CBSI3U ¢ TekcToM. Hampumep, obGpa3
BETBSIIIUXCSI CY4YbEeB JEPEBBEB CO31AETCS I10-
CPEACTBOM OOWINS MyaHTWIMCTHYECKUX POCCHI-
neid. VX TUIOTHBIE MEPETUIETEHUS B MY3bIKallb-
HOW TKAaHU M BU3YaJbHO, U HA CIyX MPOU3BOMASAT
BIIEYATJICHUE 3BYKOBOW 3amyTaHHocTH. Dpasza
«och dessas fallande har» («c Ux HUCHAAFOIIH-
MH BOJIOCaMH») COIPOBOXKIAETCS KaK B IMAapTUU
COIIPAHO, TaK U y BCETO0 HHCTPYMEHTAJIBHOTO aH-
camOJIs HUCXOSIIIUMH MEJIOJMYECKUMH JTHHAMU
u akkopaamu. B «En irrande son» cioa «skoljer
upp och sugs ned» («BeTep nmpoHEccs B BEpIIUHAX
JIepEBBEB U MOTOHYJ B IIIYOMHE») WILIIOCTPUPY-
IOTCSI CKQUKaMM M3 BBICOKOTO B HU3KHH PETUCTP.
Oco0eHHO TecHas CBsI3b C TEKCTOM, €r0 HaCTPO-
eHUSMHU M 00pa3aMy BO3HUKACT B 3aKIIOYMTENb-
Hol kaHTate «Och visaren...».

Huibcon ykasbiBad Takxke, 4TO IpoaHalu-
3UPOBAJ TEKCTHI ¢ (POHETUUECKONW TOYKU 3PEHUS
C LeNbI0 «HAWTH HIeATbHOE MEJIOIHKO-pede-
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BO€ ABWXKeHHE U1 HUX» [7, c. 37]. Ero npyr,
nupmxép @posucuc TpoBuc, y3HaB, 4TO TOT
cobupaercs NpUOETHYTh K JAEKJIaMaluu, IO-
COBETOBAJI IPEJCTABUTh B KaHTaTaX «CBOETO
pola KOMIEHAWYM HOBEHIIMX CIOCOOOB HH-
TOHHPOBAHUS», OPUEHTHUPYSICh HA «SICHOCTb U
TPE3BOCTh BOKaJIbHOM nuHNM BebepHa; croppe-
amm3Mm “MornoTtka 6e3 mactepa” Bymesa; pasn-
poGiienHOCTh M aTomu3zanuio “Canto Sospeso”
Hono» (uurt. mo: [12, c. 88]). Kommosurop npu-
CIyIIAJCS K 3TOMY HpPEUIOKEHUI0, Oyaromaps
YeMy OCBaJIbJIOBCKasi TEXHUKA AJUIIO3MM Haluia
CBOCOOpA3HBIN OTKIMK B HHTEPTEKCTYyaJbHOMN
aype My3bIKH. [|efiCTBUTENEHO, MHOTHE HHCTPY-
MEHTaJIbHbIC, BOKAJIbHBIE, TEKCTOBBIC U HHBIE
acniexTsl «Médchentotenlieder» n «En irrande
SOn» aneJTUPYIOT K yKa3aHHBIM BBIIIE COUMHE-
HusIM. OCcOOEHHO MHOTO Mapauienei BO3HUKAET
¢ «Monotkom 6e3 mactepa» bynesza. [Ipexne
BCEro, 00 3TOM CBUIETENIbCTBYET HHCTPYMEHTA-
puil. «Midchentotenlieder» namucana ans co-
IIPaHo, MHUKKOJO, aJbTOBOW (PIEHTHI, 4eIeCTsl,
KeunmopuMObI, BHOpadoHa, SJIEKTPOHHO YCH-
JICHHBIX THTAapbhl ¥ MaHAOJIMHBI, CKPHUIIKH, aJb-
Ta, BUOJIOHYEIH, KOHTpabaca 1 pa3HOOOpa3HbIX
yAapHBIX MHCTpyMeHTOB. B «En irrande son»
ATOT COCTaB OTOJHEH GopTenuano u aphoi, a
COIIpaHO 3aMEHEHO aNbTOM. BaxkHast poib B aH-
cam0ie OTBOIUTCS anbTOBOM (uielTe, KOTOpas
Onarojaps JOMUHHPOBAaHUIO BO BCTYIJICHHH K
KaXJI0M KaHTaTe, 110 MHEHHMIO HCCIIeA0BaTels
A. HunbpcoH, «BBICTyHaeT B KAa4eCTBE ‘‘albTEp
9ro” BOKAJIBHOI'O I0J0Ca WM €ro JyXOBHOIO
3epkana» [7, c. 38]. C Oyne30BCKUM IHKIOM
OCBAJIBJJOBCKYIO TPWJIOTHIO POJHHUT M TO3THKA
CMEpTH, U CaMU TEKCTHI, HAIlOJIHEHHBIE CIOppe-
aIMCTCKUMHU 00pa3aMu M BHJICHUSIMHU.

BokanpHOE MHCHMO KaHTAT Takke OOHapy-
JKUBAET OINpeNeIéHHOe CXOACTBO ¢ «Moiot-
kom». OxHako, B otiinuue ot bynesa, Hunbcon
UCXOJWJI, MO COOCTBEHHOMY IPU3HAHUIO, «HU3
apTUKYJSIIUKM U IIpocoauu Tekcra» [12, c. 88].
Ero BokajabHOMY CTHJIIO CBOMCTBEHHBI H3BH-
JUCTOCTh U HEBEPOSTHAsI MOABHKHOCTH MEJIO-
JIUYECKOM JMHUM, H300UIyIONIeH MUPOKUMHU
CKauKaMH, COYETaHUE PA3IUYHbIX IPUEMOB HH-
TOHHUPOBAHUS.
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[IpeobnanaromumM TUIOM BOKaiau3zauuu B «Méad-
chentotenlieder» sBnserca cumabudeckoe IMEHUE.
PacnieBoB, 3a uCKIIOUeHHEM (OpPILIATOB U Tpeyei,
MOYTH HE BCTpedaercs. [ pynmupoBKka HOT B BOKaJb-
HOHl mapTuu, e OAHUM pedpoM OOBEIUHSIOTCS OT
3-X 10 5-TH TaKTOB, CBUICTEIBCTBYET, C OIHOM CTO-
POHBI, 0 BaXXHOCTH JUIsi HuIbCOHAa CeMaHTHKO-TI03-
TUYECKOH CTOPOHBI TEKCTa, KOTOPBIM YICHUTCS Ha
3aKOHYEHHBIE CMBICIIOBBIC LIEIBHOCTH; C JPYTOH CTO-
POHBI, IEMOHCTPUPYET HOBYIO (DYHKIIHIO TOJIOCA, €TO
PaBHOLIGHHOCTh JAPYTUM HHCTPYMEHTaM aHCcamoOJIs.
B «Maédchentotenlieder» Takke BcTpedaroTcsi Takue
TUIIBl HHTOHHUPOBAHHS, KaK pe4b Ha (PUKCHPOBAHHOM
BBICOTE, 0003HaYaeMas B MApPTUType IITHIIEM C Kpe-
CTHKOM BMECTO HOTHOH TOJIOBKH (CM., Hampumep,
cioBa «en hand av koraller», mpumep Ne 1), u pur-
MHU30BaHHAsl peUUTAIUs, MMOJpa3yMeBalomias Mpous3-
HECEHHUE CIIOBECHOTO TEKCTa Ha MPHUOIH3UTENBHOM
BbIcOTE (IITHIIM O€3 HOT, mpumep Ne 2).

ITpumep Ne 1 Hunscon b. «Médchentotenlieder».
[Taptus conpasno, 1. 117-124
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[Tpumep Ne 2 «Midchentotenlieder».
[Taprus conpano, T. 143—-159
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B «En irrande son» BeIpacTaeT poib MeIHU3MaTH-
KM, pacrieBoB U BHOpauuu. Hexoropsie (pas3sl 3akaH-
YMBAIOTCSl PACIIEBOM COIVIACHBIX 3BYKOB (mpumep Ne
3). PeueBoe MHTOHUpPOBaHKE HE UCHONB3yeTcs. B 3Toi
KaHTaTe IUaJIor aJbTOBOM (UICHTHI M TOJI0Ca COCTABIIS-
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€T LEHTP BCETO ApaMaTypru4ecKkoro pa3Bu-
THs. VX 3By4aHue TeCHO IeperuieTaeTcs u
IIPOTUBOIIOCTABIISIETCS OCTAJIBHOMY MY3bI-
KaJIbHOMY KOHTEKCTy. OHM TO KOHTpaIyH-
KTUPYIOT MEXIy COOOW, TO BBICTYHAIOT
npopoipkeHueM Japyr japyra. Ilokasareis-
HO, YTO KaHTaTa 3aBEPILAETCsl BOKAJIN30M.

[Tpumep Ne 3 «En irrande son».
[TapTus ansra, T. 19
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Hcronp30BaHne pa3UYHBIX MPUEMOB
BOKaJBHOTO HMHTOHHPOBAHUS OOHAPYKH-
BAeT OIpPEENEHHYI0 JIOTHKY pa3BUTHS,
NPOSIBISIONIYIOCS B OTKa3e OT BBICOT-
HO-KOHTHHYaJIbHBIX 3ByKOB B CAMOM KOHIIC
«Médchentotenlieder» u oTka3e oT Bep-
OanmpHOTO 3HaueHuss B «En irrande sony.
[TomoGHBIE METOBI U B TOM, U IPYTOM CITy-
qae, KaK MPeCTaBIseTCs, IPU3BAHbI OTpa-
3UTh 3amedaTiéHHbIl B TekcTax OcBaibiaa
YXOJ B MHOOBITHE, BBICTYIAsl CUMBOJIHKOM
CMEpTH.

B mocnenneit wactu tpunorun «Och
visaren 1 hans 6gon vreds ldngsamt
tillbaka» Hunbcon mpumensier Bce omnu-
CaHHbBIC TUIIBI HHTOHUPOBaHUs. Poiib TeM-
OpoBOro Hauasa 37eCh OKa3bIBACTCS IOMHU-
Hupymwolei. Kanrara npegnazHauena nis
COJIMPYIOIIUX COMPAHO, AJbTa, KEHCKOIO
Xopa, TPYIIIBI YTeOB U opkecTpa. Komro-
3UTOp NPHU 3TOM CTPEMHUTCS K cTepeodo-
HU3AIMH MY3BIKQIBHOTO MPOCTPAHCTBA,
DOCTUTAeMON Pa3IMYHBIMH TIPUEMaMHU:
C TIOMOLIBI0 MHUKPO(OHHBIX YCHIINTENEH
JUISL TyXOBBIX, CTPYHHBIX M XOpa, MOCPe/-
CTBOM pAacCIIOJIOKEHHUSI YTELOB B pa3iIny-
HBIX yIVIaX KOHIIEPTHOTO 3aja, pasjee-
HUEM TEKCTa MEXIY Pa3HbIMU TpyIIIaMH
royiocoB  T. . OJIHAKO MOTpsACAONIUE IO
BIICYATIICHUIO 3BYKOBBIE A((eKThI, MMO0-
Ipy’Kalollye CIIylareass B HppeaIbHYyIo
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MY3BIKaJIbHYIO aTMOc(epy, AOCTUTAIOTCS HE TOJIBKO
cTepeopOHNYECKUM CcIIocoO0M, HO U Oiaronaps (one-
TUYECKOH pa3palboTke TekcTa B naptuu xopa. Crocod
paboThl OOHAPYKUBAET TIPH 3TOM OYECBUIHOE BIUSHHE
TEXHUKHU BOKaJIbHOTO nucbMa JI. Howo.

Kanrara «Och visaren...» U3Ha4aJabHO MOJIAraeTCs
Ha (hoHM3M IBeaCcKoro s3bika’. He ciydaitHo mapruty-
pe mpeiecTByeT KOMMEHTapui, MOSICHAIOLINH TPOn3-
HOUICHHUE ITIACHBIX U COIVIACHBIX 3BYKOB U COJIEPIKAIIUIH
CHMBOJIBI JUIsl UX 00O3HaUEHUsI, a TaKkKe (PoHeTHIeCcKoe
HepesIoKeHNEe OCBAJIbJI0BCKOTO TEKCTa (TEKCT 3arucaH
IpyY IOMOIIH (POHETHUECKOH a30yKH).

[Tono6HO Hono, Hunbcon pazaenser B pse ciryda-
€B CJIOBA Ha CJIOTU U (OHEMBI, paCHpeiessist UX MeX-
NIy pa3HBIMH T'OJIOCAMHU XOpa, IPUMEHSIET K HUM TaKKe
npuéMBbl PaKOXOIHOTO TNpeoOpa3oBaHus (Kak, HaNpu-
Mmep, B T. 146147, cm. mpumep Ne 4).

[Ipumep Ne 4 «Och visaren 1 hans 6gon vreds
langsamt tillbakay.
[Maptus xopa, T. 145-147
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ITpu 3TOM ceMaHTHYECKasi CTOPOHA TEKCTa HE pas3-
pyILIaeTcs, MOCKOJIBbKY BEIyIIMM BBICTYNAET IPUEM
(OHMUYECKON «IOJCBETKN», KOorAa (pasbl, 3Bydallue
B KaKOM-JIM0O OZHOM TOJIOCE, PacLiBEYUBAIOTCS IVIac-
HBIMHM U COIJIACHBIMU 3ByKaMH JPYIHX I'OJIOCOB XOpa.
bnaronaps 3ToMy BO3HHKAeT COBEPIIEHHO 0c00ast BbI-
pasurenpHOCTh. Tak xe, kak Hono, Hunbcony ynaér-
Csl IOCTHYb MY3BIKaJIbHO-CMBICJIOBOTO CTEpeO(hOHH3-
Ma, 3aCTaBUTh «3BYyYaTb HE CTOJIBKO MIPSIMBIE CMBICIIBI,
CKOJIBKO SMOLIMOHAJIBHBIE M TOITHYECKHE OOEPTOHBI
cioBy» [1, ¢. 26].

[Tocnennssa kaHTaTa 0CBajIbJOBCKOIO LIMKJIA MPO-
THUBOIIOCTABISAET aXKYPHON 3BYKOIIMCH U XPYIKOCTH
IEPBBIX YaCTE€H MOIIb, MOHYMEHTAJIbHOCTb M Mac-
mTabHOCTE’. DKCIPECCHsI BBICKA3bIBAHUS 3[€Ch BbI-
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pacTaer 10 NMpezesoB, rpaHuYanux ¢ 0o-
JIEBBIM ITIOPOTOM BOCIpUATHS. TakoBo, 110
3aMBbICITy KOMIIO3UTOPA, 3aBEPIICHUE, I
KaXXIbI MCIIOJIHUTENb (BKIIIOUasl OTAEIb-
HBIE I'0JI0CA XOPa U COJIUCTOB) B TEUECHHUE
10 cexyHx cBOOOJHO MMIPOBH3UPYET B
OBICTPOM TEMIIE U C MAaKCHUMAaJIbHO BO3-
MOXHOW CHJIOM TPOMKOCTH. JIMHaAMUKHU
IIPU ATOM NIPOELHUPYIOT Pa3JIMUHbIE IPaM-
Mo oHHBIE 3amucu. OpKecTp MOKEeH
CTaTh B 3TOT MOMEHT, cornacHo Huibco-
HY, «3ByKOHEIIpOHHUIIaeMbIM». BC€ ToHET
B myme. I xora monobHOEe OKOHUaHUE
CTaHET THUIUYHBIM Ui IOCIEIYIOMUX
counHeHui kommosuropa («Scene I-1II»,
«Entréey), Bc€ ke ecTh 00IBII0NH cCOOMa3H
TPaKkTOBaThb 3TOT BCEOOIIMH 3BYKOBOM
Xa0C B paMKax JaHHOTO COYMHEHHsS KOH-
[eNTyalbHO, Kak oOpa3 pa3Bep3lieics
O€E3IHBbI.

OcBaJIbIOBCKUM LIMKJ, KaK YIIOMHUHA-
JIOCh paHee, CTall BaXKHOW BEXOW B TBOP-
YecTBE IIBEACKOro Kommnosutopa. OH
JEMOHCTPUPYET IOCTENEHHYK CTHIIU-
CTUYECKYIO IlepeopueHTanuo Hunbscona.
Ecnu B nepBbIX ABYX KaHTAaTaX KOMIIO3H-
TOpP CIEAYeT IO MYTH NPOJOJKEHUS Be-
OepHOBCKO-0yiie30BCcKo#t Tpamuiuu'’, To
B IIOCJIEAHEN YaCTH, HECMOTPS Ha CBA3U C
BOKaJIbHBIM nIucbMOM HoHo, npoucxogut
OTKa3 OT aHTUYYBCTBEHHON JCTETHUKH U
paduHUpOBAaHHON YTOHYEHHOCTH CepHa-
au3Ma.

Tpunorus «Brief an Gosta Oswald»
— OJIHO U3 CaMBbIX BOJHYIOIIMX, 3aXBaThl-
BAIOIIUX W HMHTEPECHEHIIMX BOKAJIbHBIX
COYMHEHHMH, co3mgaHHBIX B 1950-1960-¢
roasl. [IpeacraBisisi HEKOE HMHTEPTEKCTY-
aJIbHOE IIPOCTPAHCTBO, AKKYMYJIHPYIOLIEE
B ce0e XyI0XKEeCTBEHHbIC HMCKAaHUS aBaH-
rapia, OHO OJHOBPEMEHHO SBIISIETCS U
KJIACCUYECKUM 00pa3IoM JaHHOTO MEepH-
0l1a, ¥ BMECTE C TEM HECET Ie4arb Helo-
BTOPMMOW HUJIBCOHOBCKOW WHIHWBHUyaJlb-
HOCTH.
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' TlonpoGuee 06 3ToM cM.: [3].

2 O TBOpUYECKHX OTKIMKAX Ha counHeHnue L1I&nbepra
cM. obcrositensHoe uccnenosanue Onbru Kpumramok
[2], B KOTOpOM, B YAaCTHOCTH, POBOJUTCSI CPABHHUTEIIb-
HbIi anamu3 «Jlynnoro I1bepo» ¢ «MooTkom 6e3 macTte-
pa» IIbepa Bynesa, «Crpodamuny Kummroda [Tennepen-
KOTO M BOKaJILHBIM IIUKJIOM DjucoHa JleHncosa «Ku3Hb
B KPacHOM I[BETEY.

> Tlpumepamu (OHETHYECKOTO aHaNIU3a MOTYT
CIy)XMTh BOKaJIbHble counHeHus Maypucuo Kare-
ns1 («Anagramay», 1957), Jlysano bepuo («Thema
— Ommagio a Joyce», 1958), Jurepa IllneGens
(«Geistlichen Lied», 1956).

4 JlureparypHsiii ne6ior Mécra Ocpanbia, 10106-
HO HWJIBCOHOBCKOMY, COCTOSUICSI IOBOJIBHO PaHO, KOTJa
03Ty e/1Ba UcToaHmIoch 19 set. [lepBblil cOOpHUK ero
cruxoB «Den andaktsfulle visslaren» («bmaroroseii-
HOE HACBHCTHIBAHHUEY») MOIYYMII OJOOPHUTEIBHBIE OT3bI-
BbI KPUTHKOB. 3a JIOBOJILHO KOPOTKYIO kH3Hb OcCBaIba
CTaJl aBTOPOM HECKOJIbKMX KPYHHBIX poMaHoB: «En
privatmans vedermddor» («TpymHOCTH YacTHOTO Yeno-
Beka»), «Christinamodor» («Tpyaroctn Kpuctuns),
«Christinalegender» («JIerenasr Kpuctunsn»), «Rondo»
(«Ponmo»). ITomnmo sureparypHoro tananra, OcBayiba
ObUT Ype3BBIYAHO ONapéH My3bIKaJIbHO. OH 3aHUMAJICS
xomnosunueit y Opnanna gon Koxa u B 19 ner nanu-
cai cumponwuro. JIFoO0Bb K My3bIKE OH MPOHEC Yepe3 BCE
CBOE JIUTEpaTypHOE TBOPYECTBO. B wacTHOCTH, MHOTHE
€ro COYMHEHUs HAIOJHEHbl MHOTOYHCIICHHBIMU OTCBLI-
KaMH K MY3bIKQJIbHBIM ITPOM3BEACHHUSM H aJUTIO3HUSIMH Ha
My3bIKalbHbIe (OopMbl. OCOOEHHO MMHU HM300MIyeT MHO-
cineaHsas kaura nucarens — «Pongo» [9], koTopyro yacto
XapaKTepu3yloT Kak poMaH «o0 yrpare, 00 OTUyXIEH-
HOCTH B MHUpE, O CTPEMJIEHHH K CMEPTH M cMepTu» [7,
c. 36]. Iorpsacatomas >pymunust OcBanbia 00yciioBuiIa
OOIIMPHBII KYJIBTYpPHBIH KOHTEKCT €ro poMaHoB. KHuru
nycaressi 0OpallleHbl B IIEPBYIO OYepe/ib K HHTEIIICKTY-
QIFHOMY YUTATEII0, CIOCOOHOMY BBISIBUTH U COOTHECTH
BCE 3aJI0KEHHBIE B TEKCTE JIMTEPATypHbIE U MY3bIKaJIb-
HBIC AJUTIO3UH.

3 ].HB@ILCKI/IG HUCCICAOBATC/IM II0JIarar0T, 4YTO B

CTpyKType pomaHa «PoHI0», TOMHMO CBsI3ed ¢ My3bl-
KaJIbHOW (OPMOHM, HPOCIEKUBAIOTCS BIOJHE OTYET-
JIMBBIC TIApAJUICNIM C YINOMSHYTBHIM TpuUnTuxoMm bocxa.
B knure nare yacrei. Kpaiinue wactu A («En irrande
son») u E («Panvédkten») cOOTBETCTBYIOT BHEIIHUM
CTBOPKaM TPHIITHXa, HA KOTOPBIX M300pa)keHa KapTH-
Ha «Crpannuk». Yactn B («5»), C («Passagerare») u
D («Hadesférd») cooTHOCHMBI CO BHYTPEHHUMH CTBOP-
KaMH, BOCIPOU3BOAALIMMHU Tpu cueHbl — «Pait», «Bo3s
ceHa» u «A». boree mogpo6HO cM. 00 3TOM B HCcieno-
BaHuu buprurtel Xonbm: [5].

6 TTepeBOI TEKCTOB BBIMOJIHEH aBTOPOM CTaThH.

7 DTH CTPOKH BO MHOTOM BOCIIPUHHUMAIOTCS TEMEPh
Kak IpPOpOYECKHe, B HUX 3alle4amieHO IpeIdyBCTBHUE
rpsaaymei cmeptu nosta. B 1950 rony, kynasice Ha Tot-
JIaHJCKOM Todepexbe, OCBalb]l MoMan B BOJOBOPOT U
YTOHYIL.

8 B npeAncnoBiH KOMIIO3UTOP TPeOyeT UCIIOIHCHUS
COYMHEHUS Ha S3bIKE OPUTHHAJIA.

° 3BykoBas wu3bIickaHHOCTH «Méidchentotenlieder»
OblIa CTOJIb BEJIMKA, YTO IIOCJIC NCIIOJHEHUSI KAaHTaThI B
Hapmiuraare B 1958 rony Hunbcona ynpekHynu B «ae-
KOpaTUBHOMU NoBepxHOcTHOCTUY [11, c. 74].

10 «Midchentotenlieder» mpencrasnsier coboit aro-
reil HWJIBCOHOBCKOTO TaK Ha3blBAEMOTO CEPHAILHOTO
nepuosia. B ommuune ot nmocieayronmx yactei, napTu-
Typa COIEPXKUT CHeUU(pHUIECKHEe MPUMETHI MY3bIKaJIb-
HOTO palMOHAIN3Ma, CIy’)Kallhe LEeNsM CO3HAaTeIbHOH
MucTUGUKaKU. K TakoBBIM OTHOCHTCS, Harpumep,
YHUCIIOBOE 0003HA4YCHUE JUHAMHUKH. [ POMKOCTHAs IIKa-
Jla OXBaTbIBaeT YPOBHHU 0T pppp 10 ffff, buxcupyembie
nensIMu yrciaamu. [Ipn 3ToM B mpenucioBuy K mapTu-
Type KOMIIO3UTOP 3aMEUaceT, YTO BCE IPAAALNH JIOTKHBI
oT4€TIIMBO pazinnyarbes. JpoOHsiMu uncinamu Hunmbcon
0003HaYaeT MepexojHOe KAayecTBO IMHAMHKH, TO €CTh
JIeCSIThIE COOTBETCTBYIOT «CTEIIEHH BbIACIEHUs». PuTt™mu-
Ky, YCIOKHEHHYIO 32 CYET OCTOSIHHOTO MCIOJIb30BAHUS
HEpaBHOMEPHOT'O JICJICHHS JUTUTEIBHOCTEH, KOMITO3UTOP
TaK)Ke 3alMChIBAET B BUJIEC YUCIOBOH 1podu.
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Tpuaorus b. Huabcona «Brief an Gosta Oswald»
B KOHTEKCTe XYAOXKeCTBEeHHbIX MCKaHui aBaHrapaa 1950-1960-x ropos

J—

B crarbe paccmarpuBaeTcs OJHO M3 JIy4YIINX BOKAJIbHBIX COYMHEHHUIl HIBEICKOTO KOMIIO3MTOpa-aBaHTrapiaucra by
Hunbcona — tpusorus «Brief an Gosta Oswaldy». ABTop aHanusupyer Tekcthl Mécta OcBabaa, a TakkKe THIT BOKAIb-
HOTO TIHCHbMa, TPoBOs mapaiuienn ¢ «Le Marteau sans maitre» [Ieepa Bynesa u «Il canto sospeso» Jlynmxu Hono.

OCHOBHBIMH CBOWCTBAMH TEKCTOB SIBIISIIOTCS aCCOLMATHBHOCTB, CMBICIIOBAs MHOTO3HAYHOCTh, TOCIIOJCTBO CBO-
601HOTO CTHXa, 0TKA3 OT MyHKTYyaI[MH. YK€ Ha3BaHUsI BBIABISIIOT TUIMYHYIO JuId OcBaibla TEXHUKY aJlTIO3Hi, OCHO-
BaHHYIO Ha aCCOLMATUBHON KOHTaMuHanMu. [[ins HuilbcoHa B paBHON CTENEHHM OKa3bIBAIOTCS BaXKHBI KaK CEMaHTHU-
KO-TIOATUYECKAsi CTOPOHA TEKCTa, TaK M (JOHU3M IIBEICKOTO SI3bIKA.

BoxkanbHbINM CTHIIB JEMOHCTPUPYET MHOTOOOpa3He CIIOCOOOB MHTOHHUPOBAHMSA: CHIIA0MUYECKOE TEHUE, MENn3-
MaTHKa, BUOpanus, pedeBbie 3BYKH Ha (PUKCHPOBAHHON W HE(PHUKCHPOBAHHOH BBICOTE. OTKa3 OT BBHICOTHO-KOHTHHY-
AJBHOTO 3BYYaHUS U BepOanbpHOTO 3Ha4eHus B 3aBeprrenun «Miadchentotenlieder» u «En irrande son» aBTop cTatsu
WHTEPIIPETHPYET B CUMBOJINYECKOM KiTfoue Kak meradopy cmepru. C Oylne30BCKMM IMKIOM TPUJIOTHIO POIHST WH-
CTpyMeHTapuii (BakKHasl pOITb alIbTOBOM (JICHTHI), paMHIPOBAHHOCTH 3BYKOBOTO KOJIOPHUTA, CTHIIb BOKAJIFHOTO ITHCH-
Ma, TTO3THKA CMEPTH, HAKOHEII, TEKCThI, HAITOJTHEHHBIE CIOPPEATUCTCKIMU 00pa3aMu 1 BuaeHUAMH. B kanrtare «Och
visaren i hans...» Humscon mpuberaet k MeToaM (POHETHYECKOTO aHAIIN3a, U C1I0Cc00 paboThl 00HAPYKUBACT BIHUSIHUC
BOKaJIbHON TeXxHUKN HoHo. Ommpasics Ha mpuéM (POHUIECKOHN «IOACBETKMY W HE Pa3pylias CEMaHTHYECKOTO YPOBHS
TEKCTa, KOMIIO3UTOP JOCTHTAET 0COO0TO My3bIKaIbHO-CMBICIOBOTO CTEPEOPOHN3MA.

Kiirouessle cioBa: by HunbcoH, My3bIKanbHBIM aBaHIrap, IBEJACKAs My3bIKa, COBPEMEHHAs BOKaJIbHAs My3bIKa,
«Brief an Gosta Oswald» by Hunscona
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Bo Nilsson’s Trilogy “Brief an Gosta Oswald”
in the Context of the Artistic Search ofthe Avant-garde of the 1950s and 1960s

The article examines one of the best vocal compositions of Swedish avant-garde composer Bo Nilsson — the trilogy
“Brief an Gosta Oswald.” The author analyzes the texts of Gosta Oswald, as well as the type of vocal writing, bringing
in parallels between this composition and such works and Pierre Boulez’s “Le Marteau sans maitre” and Luigi Non’s
“I1 canto sospeso.”

The main traits of the texts are associativity, semantic ambiguity, predominance of free verse and absence
of punctuation. Already the very titles reveal the technique of allusions, typical for Oswald, based on associative
contamination. For Nilsson both the semantic-poetic side of the text and the phonic qualities of the Swedish language
turn out to be equally important.

The vocal style demonstrates the diversity of means of intonating: syllabic singing, melismatics, vibration, speech-
like sounds on fixed and not-fixed pitches. The rejection of sound within the pitch continuum and verbal meaning at the
conclusion of “Médchentotenlieder” and “En irrande son” is interpreted by the author of the article in symbolic light
as the metaphor of death. The trilogy is comparable to Boulez’s cycle by its instrumentation (the significant role of the
alto flute), the finesse of the sound color, the style of vocal writing, the poetics of death and, finally, texts permeatived
with surrealist images and visions. In his cantata “Och visaren i hans...” Nilsson makes use of methods of phonetic
analysis, and the method of work reveals the influence of the vocal technique of Nono. Basing himself on the technique
of phonic “highlighting” and without destroying the semantic level of the text, the composer achieves a special kind
of musical-semantic stereophonism.

Keywords: Bo Nilsson, musical avant-garde, Swedish music, contemporary vocal music, Bo Nilsson’s “Brief an
Gosta Oswald”
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®EHOMEH «HEBEPEAAbHOW» MOAUTBbI
B PEAMUTMO3HO-®UAOCODCKUX MHCTPYMEHTAAbHbIX COYUHEHUSAX
C. 'YBAMAYAMHOU

«HesepOanbHas» MOJIUTBA — UMEHHO TaK
BO3MO)KHO OXapaKTepu30BaTh PsiJi MHCTPYMEH-
TaJabHBIX couMHEeHM Kommo3zutopa Codun [y-
OaiimynuHON. OmHAKO CJemyeT MOMYEPKHYTb,
YTO JAHHOE IMPEIONIOKEHHE — JIMIIb IOUCK
HOBOTO MOHMMAHUSI, OCMBICIIEHUSI U HU3y4EHUS
My3blku aBropa. Haumnas ¢ 1970-x u BIIOTh
10 1990-x romoB KOMITIO3UTOpP OCYIIECTBIIsUIA
3aMbICIIbl TyXOBHOTO MOPSI/IKa UCKIIOUUTEIHHO
B MHCTPYMCHTaJIbHBIX jkaHpax'. Co3naHue Ju-
TYPrU4eCcKOro LUKJIa — MO0 CYyTH «UHCTPYMEH-
TaJbHOM MECChD» — MPEIONPEIENINIO0 OCHOBHYIO
KOHLEMIMI0 TBOpuecTBa [yOalaynuHONW Kak
KOHLISTIINIO XPUCTUAHCKOW Tparemun’. OpueH-
TUPYACH Ha (pparMeHTapHOE BOCCO3/1aHUE KaHO-
HUYECKUX CHUTYyalluid, KOMIIO3UTOP CBOEOOpa3-
HO IMIPETBOPSET JIUTYPrHUECKyI0 CIEeUUPUKY.
OCOOEHHOCTBIO 3TUX MPOU3BEICHUN SIBIISIOTCS
«MHTEHIIMU K XPUCTUAHCKUM J0rMaTam, OTpa-
JKAIOIIMM OCHOBHYIO CYThb B3aMMOOTHOLICHUI
yejioBeka U bora, u K OMOJICHCKHM CIOJKETaM,
KOHKPETU3UPOBAaHHBIM B Ha3BaHusAx» [14, c. 1].
bonee Toro, uepe3 co3naHue MHCTPYMEHTANb-
HBIX COYMHEHUI JyXOBHOI'O MOpsAKa B TBOpYE-
ctBe Co¢uu ['yOaiiynuHON NPOUCXOAUT KpH-
CTaJUIM3alMsl COOCTBEHHOTO CTUJISI BBIPAKEHUS
PEJIMIUO3HO-CaKpaIbHOIo cofiepxkanus. Onupa-
folecs Ha OMONeNCKUi moCTynaT — MocTysar
BEPBI, MY3bIKAJIbHBIN S3bIK COUMHEHUN MPU Ha-
JIMYUU OOIIMX CTUIJIEBBIX MTPU3HAKOB BBHICTYIAET
KaK MHIUBUyaIbHO-aBTOPCKHI KAHOH «TOBOpPE-
HUS (TEPMUH aBTOpa) Ha PEJTUTUO3HbBIE TEMBI.

[IpenBapuTenbHO pPa3bsICHUM  HEKOTOpbIE
OCHOBHbIE TOHSTHS, Kacalolluecs TOYeK Iepe-
CEUEHMsI CYIIHOCTHBIX IPOSBICHUI MOJIUTBBI.
BivsiHue MOIMTBEHHOTO JUCKYpCa HA PYyCCKYIO
KyJBTYpY — IPAKTUYECKH HE UCCIIEIOBaHHAs 00-
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JacTh HAI[MOHAJILHOW KYJIBTYpBl, B OTJIMYUE OT
WCTIOBEIM U TIPOTIOBEIN B UX XPUCTHAHCKOM TI0-
HUMaHHUH U XyI0’KECTBEHHOM IPEJIOMIICHHUH, KO-
TOpbIE NPUBJIEKAIN BHUMAaHUE HCCIIEI0BATENCH.
MonutBa BOCHpUHUMAJIACh KaK €CTECTBEHHOE
SIBJICHUE, Pa3JIUTO€ B MEHTAJIbHOM IPOCTpaH-
crBe. «Ormpenensronas 4epra MOJIUTBEHHOTO
IHMcKypea, — yTounsier O. AdaHnacbeBa, — 3a-
KIIIOYAEeTCsl B YCTAHOBKE MOJISILErocst (TpaHc-
LEHJCHTHON WJIM MMMAaHEHTHOM) Ha TyXOBHOE
peoOpaskeHHEe OKPY>KaloLIEero MUpa B Ipoliecce
6oroo0mmenus» [1, c. 33]. CyurHOCTh MOJIUTBBI
U PEJIMTMO3HOTO UCKYCCTBA B 1I€JIOM OINpeJies-
et B. Po3zanoB: «MonuTtBa ecTb ceple peurum
.... Ona (MonuTBa) — JMYHA, TTOPHIBUCTA; TIbI-
JaeT, a He TeIuIUTCs... MonuTBa U MOJIUTBEH-
HOCTb paHee BceX “Bep”: U Bepbl, COOCTBEHHO,
CJIOKWJIUCH U3 3TOTO OCHOBHOT'O MOJIMTBEHHOIO
HACTPOEHUS; U3 ATOM MOYTH OECCIOBECHON My-
3BIKM JYIITU YeI0BeYecKoi» [8, c. 153].
Uccnenyss 0cOOEHHOCTH TaWMHCTBA MOJIUAT-
Bbl, Enuckon ®eodan Bbaenser Tpu e€ cre-
[IEHd B 3aBUCUMOCTH OT CTaJHH JIyXOBHOI'O
coBeplIeHCTBa yenoBeka. [lepBas crenenp —
MOJIUTBA TEJIECHAsI, BBIPAXKAIOIAsACAd B YTCHUH,
MOKJIOHAX, CTOSTHUM. BTopas creneHp — korma
JYXOBHOE U TEJIECHOE Hadajla BO Bpemsi 0o-
rooOUIeHus] B3aUMOJIONONIHAIOT JpyT Jpyra,
TOTJla MOJIUTBA CTAHOBUTCS BHHMATEIbHOM:
«BHUMaHHE CPACTBOPSIETCS CO CIIOBOM IHCAH-
HBIM M TOBOPHUT Kak cBo&» [11, c. 242], mpo-
UCXOJUT JIMYHOE MepexrBaHue COOOPHOIo Ta-
WHCTBa B MOMEHT CONPUYACTHOTO OTHOUICHUS
K KaHOHHMYECKOMY TEKCTYy. TpeThs CcTeneHb —
MOJIUTBA 4yBCTBa (0€3 CJI0B, MOKIOHOB U pa3-
MBIIIJIEHHH), B MpoLEecce KOTOPOl BO3MOXKHO
npeojposiieHue teiaecHoctu. ClrieoBaTesibHO, B
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PEIUTHO3HOM TPAKTHUKE BepOaIbHBIN CIOCco0
MOJIUTBOCJIOBUSI COCYIIECTBYET C HEBepOalib-
HbIM. JlyXOBHO€ COBEpILIEHCTBO JAOCTUTAETCS B
TPE3BEHUU CEPJILA, U HA €r0 IIyTH CTOUT HEMHU-
HyeMo 0e3MOoJIBHE, TyXOBHAs MOJIUTBA.

Wnest Ge3monBHOrO ciyxeHust bory Obuia
paszpaborana ucuxactamu® B XIV B. Xapaxrep-
HO, 4YTO U JUIs HEBEpOAJIbHOTO COCTOSTHHS 00-
rooOIIeHus] Ompe/esieHa ocodasi cucTeMa Mo-
JUTBEHHON «IMAJIEKTUKW». [IMKOM J1yXOBHOrO
MIPO3PEHHUST Y UCUXACTOB MPU3HAETCS O3apeHHUE:
B IIPOLIECCE YMHOIO MOJMTBEHHOIO JIEJIaHus
BO3MO)KHO TIOCTM)KEHHE TOTO TaWHCTBEHHO-
ro csera, kotopeiM npocust Mucyc npu Ilpe-
obpaxkenun (Md.: 17, 2; M.: 9, 3; JIk.: 9, 29).
Pa3nuTelii MONUTBEHHBIN CBET — 3HAK CONIPH-
KOCHOBEHHs Tyln ¢ boKeCTBEHHON »HEpPruei.
«OTKpOBEHUE, Pa3BUBAIOLIEECS BHYTPH YEJIOBE-
ka» (. I'ére) mocTerneHHo CTAHOBUTCS BeTyIIEH
chepoii mysvikanrbHoU Meoumayuu. MeauTaTus-
HOCTb KaK CBOMCTBO MY3bIKaJIbHOTO MBIIILICHUS
MOXET OBbITh OXapaKTepH30BaHa 4Yepe3 MOHITHE
BHYTPEHHEHN peuu, KOTOpasi €CTh «peyub HE TOJb-
KO 06€3 MIPOU3HECEHHBIX CJIOB, HO U B 3HAYUTEIIb-
HOMW CTeNeHu OCBOOOXKIEHHAS OT MX ‘“IPOMBIC-
JUBAHUS — PEUb “dMCTBIX CMBICTIOB» [2, c. 30].

VKe COBEpLIEHHO WHBIMU C8OUCMBAMU
XY00HCECMBEHHO20 — MblUleHUs — TPOHU3AHbI
counHeHust psina aBropoB (A. H. Ckpsabuna,
I. Manepa, Y. Aii3a, A. bpykuepa), ubs cozep-
LaTeIbHO-UHTEIUIEKTyaIbHasl IUPUKA [TPECTaB-
asieT co0oit cneyuguueckuti mun oObeKMuUBHOU
006pasHocmu, KOTOPbI MOXKET ObITh pACCMOTPEH
KaK OJIMH U3 IPEALIECTBEHHUKOB MYy3bIKaJIbHON
MEJUTATUBHOCTH BTOPOM MOJIOBHHBI XX BEKa.
B nauvane XX cronerust NOHATHE My3bIKaJIbHON
MEIUTAIMH YacTO COMMIKACTCS C TOHSATHEM CTa-
TUYECKOW KOMIIO3ULIMH, a BOIUIOIIEHUS 3TOrO
COCTOSIHUSI OTpakaeT CHEelMU(PUUYECKYI0 TOrpy-
XKEHHOCTb, CTATHKY, OCOOYIO COZEpKaTEIbHYIO
«IYCTOTHOCTB». KaueCTBEHHO HWHOW THIT Me-
JUTATUBHOCTH (OPMUPYETCS B MY3bIKAJIbHOM
uckyccTtBe, HaunHas ¢ 1970-x romoB. MHorue
HAYMHAIOT OCMBICIIATh MEIUTATUBHOCTD, «KaK
0CO0YyI0 KYJIbTYypY MBILUIEHHS, HECBOAUMYIO K
SI3BIKOBBIM, T€OrpapUyecKuM U UCTOPUUECKUM
IOJIFOCaM M COEMHUBIIYIO B ce0e eBPONEeHCKyI0
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HMHTPOBEPCHIO U JPEBHIOI0 JyXOBHO-IICUXHYE-
CKYI0 IIpakTuKy Bocrtoka» [35, c. 46].

[To MHEeHUIO psAnma uccienoBaresneil, Bo3ueu-
CTBUE MEAMTAaTUBHOCTU HA MY3bIKAJIbHOE HC-
KyCCTBO CIPOBOIIMPOBAJIO U3MEHEHUS U B YKaH-
poBoii kaptrHe XX—XXI BB. HoBas xanpoBas
cutyauusi 3aUKCUpOBaHA B MHOTOYHMCIIEHHBIX
npruMepax oOpallleHuss KOMIIO3UTOPOB K OIIpe-
NEeNEHHOMY THUIy OOpa3HOCTH, BOILIOMIEHHBIX
B MHTPOCHEKTUBHO-MOHOJIOTUYECKUX >KaHpaX.
Cpenu HUX — 2JIerusi, MOHOJIOI, pa3MbILUIEHHE,
BOCIIOMHUHAHHUE, MEAMUTAIMS, MOCTIIOIUS, XO-
pait u ap. Hanomuum menuranuu O. Meccuana,
W. Boimnerpaackoro, b. Tumenko, 3. [lenuco-
Ba. Y ['y0aiimynuHoi MenuTaIysi B YUCTOM BHIE
npezacraBieHa B «Meditation» (Pa3mblinuienue
Ha xopan U. C. baxa «1 BoT s mepen TpoHOM
TBOUM) JJISl KJIIaBECHMHA M CTPYHHOTO KBUHTETA,
1993). «Kax npaBuio, — yrounsier KysHerosa,
— OHH TATOTEIOT K MeTa(hU3NUIECKH “‘paccpenoTo-
YEHHBIM ™’ YKaHpam, 4acTo — cO cJ1ado CTPYKTYpH-
POBAaHHOM BHYTPEHHEN OpraHM3alyei, ¢ IUpo-
KO TPaKTOBAHHOW OJIHOYACTHOCTBIO WJIM LIUKITY
C TACCUBHO-PAcCPEOTOUEHHOMN JpaMaryprude-
ckoi joruxoi» [5, c. 50]. IlpoucxoxaeHue me-
PEUYHCIICHHBIX KaHPOB CBSA3aHO C OINPEEIEHHOM
KOMIIO3UIIMOHHON (YHKIMEH — BBEIEHUs, 3a-
KJIFOUEHHUS], TEePEKITIoueHUs, oTcTpaneHus. «Ta-
Kasi MCTOPUYECKH CIOKHUBIIASCS ‘‘CEMaHTHKA
cimaboro Bpemenn” [Beipaskenue O. B. Cokomo-
Ba. — K. Illanvrosa), xapakrepHas JUisl yKa3aH-
HBIX AHPOB, CIOCOOCTBOBAJIa UX OpPraHUYHON
aJianTalyy B YCIOBHUAX MEIUTATUBHOCTH; BEIb
KOMIIO3UIMM TIOJOOHOTO poja, Kak IpaBHIIO,
TOXKE BOCIIPOM3BOIAT “‘ciiaboe Bpems” B COnIEp-
YKaTeIIbHO-/ICHCTBEHHOM CMBICIIE)» [TaM XkKe|.

«O0bpa3Has MOHOJIOTHYHOCTH YaCTO CTAHO-
BUTCS CJIEICTBUEM CTPOroro ordopa BbIpasu-
TEJIbHBIX CPEICTB: MOHOTEMATHU3Ma, OJHOPO-
HOW XYJOXECTBEHHOM JIEKCUKH, MPHUBJICUCHUS
TaKuX TPUEMOB PA3BUTHS, KAK OCTHHATHOCTb,
MIOBTOPHOCTh, BAPHAHTHOCTh, CEKBEHTHOCTb MX
koMOuHanuii. B urore ycunupaercs cyrrectus
1OJJOOHBIX COYMHEHUN: BHYTPEHHSS CUJIa, KOH-
LEHTpalus, MyOrMHa MOrpy>KEHHOCTU B OJHO
COCTOSIHME JIeJIal0T CIIyLIaTessl IPUYACTHBIM K
[IPOUCXOJSIIEMY, [TOTJIOIIEHHBIM UM», — OTMeE-
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gaeT M. Ky3nemnona [5, c. 55].

SpkuM npuMepoM peann3alud yKa3aHHbIX
BBIIIIE CBOWMCTB MY3BIKaJbHOW MEIUTATUBHO-
cTi MOXeT cinyxuth «Introitusy* Coduu T'y-
0alily/JUIMHOM — OJHOYACTHBIM KOHLEPT s
dopTenraHo U KaMepHOIro OpKecTpa, UHCTPY-
MEHTAJIbHBIA KOHLEPT CaKpaJbHOrO THIIA,
OTPaXXAIOIIUM BAXKHBIM CMBICIIOBOM  ACIIEKT
MOJIMTBEHHOW MpPaKTUKU B MY3bIKE 0e3 clo-
6a. Ha3Banue cxaro (GopMyaupyeT OCHOBHOM
3aMbICeN, OINpeAeNseT IIaBHble OCOOCHHOCTU
COYMHEHMSI: MOJIUTBEHHbIN CKJIaJ TEM U UX He-
JICHCTBEHHOE Pa3BEPTHIBAHUE B MPOLECCE Pa3-
BUTHSI MY3bIKaabHOTO MaTtepuasa («Introitusy»
B KAaTOJMYECKOHN Cily>)k0€ COCTaBIIsI€T BCTYIH-
TEJIbHYI0 4acThb Mecchl). OTcrofa «HEenaTeTh-
yeckas, co3eplareabHo JIMpUUecKas» ero cyTh
[12, c. 190]. He uutupyst IUTyprudeckue Ha-
NEBbI, MPUOETHYB K HUHCTPYMEHTAJIbLHOMY, a HE
BOKaJIbHOMY COCTaBy, HE BOCIIOJIb30BaBIIUCH
HU €IWHBIM CIIOBOM M3 MECCHI (KpoMe 3ariia-
Bus), ['ybaiinynuHa ynMBUTEIbHO TapMOHHY-
HO BOIUIOIIAET MOJINTBEHHOE YYBCTBO — OTpE-
HIEHHOCTh OT CYETHOCTH, COCPEOTOYEHHOCTb,
OILYILIEHUE YUCTOTHL. 3ByKU TEMbI (POPTEIHAHO
OKYTaHbI NeJIeHOH 00epTOHOB, OYATO OHU 3BY-
yaT B yCJIOBUSX aKyCTUKH Xpama — OTPaKaroTcs
OT CTeH u apok. Temm «Introitusy» MeICHHBIN,
IIPOM3BEJICHUE HE COJEPKUT MOIIHBIX JMHA-
MUYECKUX KyJIbMHUHAIMH, CTOJIb XapaKTEPHBIX
JUIsT. MOHYMEHTAJIBHBIX (DOpPM KOMIIO3HUTOpA,
OPUJAIOIIUX €€ My3bIKE BHYLIUTEIbHYIO CUILY
BO3JEUCTBH. «/lBaALlaTHMMHYTHOE 3By4aHHUE
Herpomkoro “Introitus” He3aMeTHO, HEBUIUMO
NEHCTBYeT Ha CIylIaTessi, CJIOBHO 3TO CBOETO
pola MeauTanus, HO HE BOCTOYHasl, a 3amaj-
Has», — momuépkuBaet B. Xomomnoa [Tam xe].

Komnosunusa Konnepra ckiiagpiBaeTcs Ha
OCHOBE DAa3BHUTHS 08YX OpPAMAMUYECKUX JIU-
HUll: TIEpBasi MPEJCTABISET CO00N OrPOMHYIO,
CIOXKHYIO «TeMy opkecTpa» (a), BTOpas (8)
— «memy» MOIUMBEHHO20 XapaKmepa y COu-
pyroweco popmenuano. Kak oia0KeHO B XpH-
CTHAHCKOM Tpareauu, «B COOTBETCTBUH C UJIE-
et [IpeoOpaxeHus, 3aMbICIIOM IPONTH MyTh OT
CryHmIEHHOIO YYyBCTBa JI0 JYXOBHOHM IPOCBET-
JNEHHOCTH, KOMIIO3ULUSI CTPOUTCA Kak Ipo-
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neccyanbHas, ckBo3Has (opma A, B, C» [12,
c. 192]. «Introitus» HEe MMeeT HUYETO OOIIETro
C TUMUYHON (OpMON KOHLEpTa: MUAHUCT HE
COCTS3a€TCs C OPKECTPOM; HET OPOCKOI BUPTY-
03HOCTU. B poiii COIMCTOB BBICTYNAIOT TAK¥KeE
¢neiita, ¢arot, 6nmxe K kozne — ckpunka. On-
Hako maptusi (opTenHaHO Pe3KO KOHTpAacTHA
10 OTHOUIEHUIO KO BCEM OCTAJIbHBIM, «IIPOTHU-
BOIIOCTABJIEHA MAPTHUAM JIPYTHUX HHCTPYMEHTOB
Kak BEpTHUKaJllb — TFOPHU30HTAIMU» [TaM
xe. Paspsnka most — K. 111.], mHanpaBnsis Haie
BHHMaHUE Ha 3JIEMEHTBI CaKpalbHO20, TIPOSB-
JSIIOUIMECS] Yepe3 MPOCTPaHCTBEHHO-BPEMEH-
HOM mapaMeTp U COOTBETCTBYIOLUMN EMY CUMBO
Kpecma. Bcem mpoynM MHCTpyMEHTaM IOpYy-
YeHbl MEJIOAUS, TeTepodOHMs, UMUTAIIMOHHAS
nonudonus. [laprus goprenuano Bbaensercs
u3 o0uiero ancamOIsi rapMOHUYECKOM TPOCTO-
TOU, MO0 COAEPKUT JIUIIb BY3BYUHS, BbI3bIBAS
accolyaluu €O CTPOWHBIM MHOTOTOJOCHBIM
xopaynioM. CTHIIM3aIs XOPOBBIX 0COOEHHOCTEN
(bakTypbl JONOJHUTEIBHO CTAHOBUTCS HEKUM
YTOHYEHHBIM cUMBOJIOM. CHMBOJIMYECKUI Ope-
OJ1 IPUJIaH U OPKECTPOBOM MAPTHUH HA OCHOB-
HBIX JTanax e€ pa3BUTUSA. JTO, IPEXKIE BCETO,
Kacaercsl AJIEMEHTOB 3BYKOBBICOTHOM OpIaHU-
3a1uu, kotopele ['yOaiityruHa Ha3bIBaET «Mnpo-
cmpancmeamuy. IlepBoe — MUKpoOXpoMaTuye-
CKoe, B HEM MOJIUTBA MpuoOpeTaeT Hambosee
YyBCTBUTEJIbHBIN XapaKTep; BTOPOE — XPOMATU-
YEeCKOE, IKCIIPECCUBHOE U INHAMUYHOE; TPETHE
— JIMaTOHUYECKOE, C PAaBHOBECHUEM Harpsixke-
HUSl U CHOKOMCTBUSI, IJI€ MOJUTBA CTAHOBUTCS
IPYCTHOM M COCPENOTOYECHHOM; 4YEeTBEPTOE —
paspsukEHHOE, IEHTAaTOHUYECKOE, aCKETUYHOE,
HeKU cyOcTpakT nyxoBHOcTH. Kaxoe «mpo-
CTPAHCTBOY» PACKPBIBAETCS B BUJE OJHOU U TOH
e TOIMEBKU U3 TPEX 3BYKOB, MPUOOpETaOIen
BCSIKAW pa3 MHON MY3BIKAJIBHBINA CMBICI: B MHU-
KpOXpOMaTuKe 3TO fa#-fa##-sol, B Xxpomaruke
f~fis-g, B TMaTOHUKE — e-fis-g, B TIEHTAaTOHUKE
— e-fis-a. Bo Bcex BapuaHTax OOHapYyXUBaeT-
cs1 O0IIMiA 3BYK fis, IprOOpeTaronuii (hyHKIHIO
3BYKOBBICOTHOTO «moftocay (no WM. CrpaBun-
ckomy — cchiika B. XomonoBoit). On coctaisieT
MEPBbIN U BEPXHUW TOH B TEME COJIUCTA U OJUH
13 KOHEYHBIX TOHOB B 3aKJIIOYUTENILHOM Tpenn
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¢oprenuano. Bomomas MOIUTBEHHYIO OTpe-
IIEHHOCTD, C TOMOIIIbIO 3BYKOBBIX IPOCTPAHCTB
aBTOP HCHOJb3yeT MOTEHIMAJl TUIIUHBL Tak,
MUKpPOXPOMAaTHYECKOE IEHHUE IMpeoldpakaeTrcs
B IIENOT, Ka)KeTCs KoJeOaHUEeM BOKPYT 3BYKa,
CTAHOBUTCSI CAMbIM «BHYTPEHHHM», CaKpalib-
HBbIM, TOAOOHO TOMY, KaK Jyllla B3/AparuBact
IpU MPOU3HECEHUH BaxkHOro cioBa. K tomy
xKe, B «Introitus» MOXHO TOBOPHUTH O YETBEP-
TOM BPEMEHHOW KOOpAMHATE, O KOTOPOU IMUILET
1. ®ropeHCcKuii U UCIIOJIB3YET B CBOEM AHAJIN-
3e nyxoBHOUM My3biku H. I'ynsiaunkast [3]. Jlan-
Hasi KOOpJMHATa COCTAaBJISI€T HAMOJIHIEMOCTb,
TOJIIIIMHY, CMBIC]I MY3BIKaJIbLHOTO BPEMEHH, C
JPyTroil CTOPOHBI, KaK Obl OCTAaHABIMBAET ITO
BpeMsi, YHOCSI CO3HaHHE B cepy «BHEIUYHO-
ro», Beunoro, onuuerBopss 2nyb6okyio nozpy-
HCEHHOCMb 8 MOTUMBEHHYIO MEOUMAYUIO.
Ilpumeuamenen urnan npousseoenus. Ka-
JeHys (poprenuano mocTpoeHa Ha piano (1. 62),
MUAHUCT UCTONHsAET abcomoTHOe legato Ha
OenbIX KiIaBuIax. B HioaHce pianissimo BCTo-
MUHAETCsl 3aT€HEHHOE 3ByYaHHE pa3pabOTKu
(staccato, non legato, Tpenu, TUCKPETHOCTH B
naptuu Goprenuano — 1. 67). Hakoner, HacTy-
MaeT IVIaBHAs U 3a6epuiarowdas KyIbMUHAYUS
— OTKpBIBAETCS YETBEPTOE «IIPOCTPAHCTBO» —
BOCTOYHAs MIEHTATOHHKA Yy opTenuano (2 T. 10
1. 71). B aToM mocienneM «BCIUIECKE, ETMHOM
«B3710X€» OpKECTpa U3 IeBATHAIIATH COIUCTOB
HET KaKOM-ITHMOO MOIIMA WM JaBSIEH CHIIBL
OpxkecTp CBETUTCS U TPENEIET B TPEJISIX U BU-
Oparo. «Molto vibrato, poco a poco — Takue
peMapKH CTOSIT B MapTUSIX CTPYHHBIX MO Mepe
yracanusi KynbmuHarmu» [12, c¢. 193]. Ucraun-
BaHUE 3aBeplIAeTCs Ha BBICOKOU, «HEOECHOI»
Tpenu doprenuano. Bpems OyaTo ocranaBiu-
BaeTCsl U BCE 3aMMpaeT mepen JIMnoM BedHo-
CTH. 3ByK YXOJIUT B THILHHY, pPacTBOPAACH B
npocTpaHcTBe boxkecTBEHHON OECKOHEUHOCTH.
«HesepbanbHasg» MonutBa [yOaiimynuHoN
TaK)X€ CaMOOBITHO MPEACTABIEHA B COUMHEHU-
SIX aBTOPA, B OCHOBE KOTOPBIX JIEKUT CIIOBECHAS
OpHEHTALIMs Ha PEJIUTUO3HBIN TEKCT. Peub naér
o «De profundis» — omHouacTHOW mbece IS
6asina u Ilaptute «Cemb cioB Xpucrta» s
BHUOJIOHYENH, OasitHa W CTPYHHbIX. [IpnunHoit
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OOBEAMHEHUS ITHX KOMITO3UIIHA, HATUCAHHBIX
B IPOMEKYTOK C pa3HUIIEH B HECKOJIBKO JIET, 3a-
KIIFOYAETCs B UX COZiep KaTeIbHOH OOLUTHOCTH U
crenuQuUecKoM THUIe Jpamarypruu. B ocHoe
kaxaoro — Cnoeo, peanusyemMoe MHCTPYMEH-
TaJbHBIMH CPEICTBAMHU: MHCTPYMEHT HMHUTH-
pYeT 3ByuaHHUE YeJI0BEYECKOI0 T0JI0Cca.

«De profundis» (1978) — counnenwue, e
['y0aiigynuHa ucnosiab3oBaia 3HAMEHUTBIH Ica-
oM Ne 129 «W3 rmy6uns! B3biBato k Tebe, To-
CHOAM» B JIATUHCKOM BapuaHTe. OJIHaKo mbeca
«De profundis» cBsizaHa U ¢ APYyruM XpUCTHAH-
ckuM rcaiMoM «IlecHp BocxoxkaeHus». B my-
3bIKE€ HET CIOKETHOTO CJIEZIOBAHUS €r0 TEKCTY.
OCHOBHYIO pOJIb WUIPAET €r0 CUMBONUUECKAS
HanonHenHocms. «KomMmo3utop mperBopser
B MY3bIKE INIABHYIO UJCIO IIcajiMa — JTyXOBHOE
BOCXOXKJICHHE YeJIOBEKa, OOpaIIEHHOIO MbIC-
aei0 Kk bory» [6, c. 67]. [Ipamarypruueckuii
IJ1aCT MPOU3BEIECHUS BOIUIOIIAET MpuU CYUiHO-
cmu® — cTpaaanue (a), My4nuTeIIbHOE BOCXOXK-
nenue (b) u cusiHue OOKECTBEHHOW MMIIOCTH
(c). ®akTypHOE M PUTMUYECKOE JIBHIKEHUE 00-
pasyloT cemb GONH pa3zeumus, NPEPHIBAEMbIX
cemblo (hepmamamu, co30a8as owyujeHue Obvl-
XaHus: BIOX, JOXOASIIUN B KyJIbMHUHAIMH JI0
CTOHA, U OECCUIIbHBIN BBIJIOX (CXKATHE MEXOB).

Temarusm 6110Ka «b» B CBOUX TPEX IPOBEIE-
HUSIX TeMaTu3Ma co3MaéT XapaKTepHbI oOpa3
MYYHUTEIBHOTO TPYIHOTO ITYTH B ITOMCKE CBETA,
JIAlOIIero Haiex Ay Ha cnaceHue. Kak morumea
3BYUYHUT TPEThE MTPOBEJACHUE TEMBbI, HAITMCAHHOE
HETUITUYHO OJHOTOJIOCHO, UCTIONIHsIeMoe legato
non vibrato, 3Bydaiiee CJIOBHO OJaroroBeiHoOe
necHonenue. VMHTepBaibHOE CTPOEHHE — JIU-
puyeckas cekcta® u KBapra BMeCTe 00pa3yroT
burypy Kpecra, AONOJHEHHYIO CEKYyHIOBBIMU
xpomaruzMamMu. TemaTtusm OJ0Ka «c», Mpo-
X0/l CBOU mpu Kpyea Pa3BUTHS NPEACTABIICH
cumBosioM boxectBenHoro siBnenus. «O0pa3
VIOBaHUSI M MHJIOCTH» HAaXOAUT BBIPAKEHHE
B CBETVIOM XOpaJieé NapauleIbHBIX Ma’KOPHBIX
TPE3BYUHUH «KAaK CHMBOJI OOKECTBEHHOIO W3-
OaBJIeHUSI U CIACEHMs], 11OCJE JUTUTEIBbHOU ro-
psiueit MouTBB [6, . 70].

HIMeHHO Tak, Kak ucmoeas noKasHHas Mo-
JIUMea, BOCTIPUHUMAETCSI TICAIIMO/IUPOBAHUE B
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cemuuactHout [lapmume «Cemwv crnos Xpucmay
(I wactp — Beryrutenue u 1. 1, 11 wacts — 1. 1),
O6pamenne ['y0ai 1y mMHOM K TICATIMOIUH pac-
KpBIBAET XapaKTep aBTOPCKOM TPAKTOBKH Bed-
HBIX TeM. «E€ moaxos JIMpUKO-IICUXOJIOTHYEH,
YTO U OOBACHSAET BHIOOP Ul BBIPAXKECHUS UJIEU
CcOOOPHOCTH HE OECCTPACTHOTO XOpaja, a UMEH-
HO IICAJIMOJIUH C €€ PEUYEBOM IPUPOION», — CUU-
taet O. [lomosckas [7, ¢. 153]. Tak, mo mbiciu
[TonoBckoil, yke B Hayajae COYMHEHHUS OKa3bl-
BAEeTCs 3aKO/IMPOBAHHON HANpPaBIEHHOCTh Jpa-
MaTypru4eckoro pa3BUTHs 0Opa3oB U MPOELHU-
pyeTrcs CMBICIIOBOW UTOT COYMHEHHMSI B IIEJIOM.
[IpuBeneHne k 0HOMY 3BYKY YHHCOHA B IICaJl-
MOJMPOBAaHUY, 3HAMEHYS HJCI0 «KOHTAKTa»
JMYHOTO W BHEJIMYHOTO, WUJICIO0 YTBEPIKICHUS
HOBOMW CYIIIHOCTH, CTaHET IJIAaBHBIM BBIBOJIOM,
KyJIbMMHAIIMOHHBIM MOMeHTOM [laptutel B VI
yacti. CyllecTByeT B COYMHEHHHM M JAPYrou
BapHaHT ICAJIMOAUU — XOpoBoil. OH mpuHai-
JIKUT K cepe BHEIMYHOTIO, YCUIMBasi 00pas-
Hyto onmno3uuuio (yacts I, 11. 11). CBoeoOpaszue
JTAHHOTO 3BYKOBOIO OOJIMKA MOJYEPKHBAETCS
UCIIOJIb30BaHUEM IITPUXOBOM TEXHUKH (Uero
TOJIBKO CTOAT yKa3aHUsl UCHOJIHUTENIO MapTUu
BroJoHYenu npu nepexone ot VI k VII wactu
naptuthl). OcoOy1o K€ TPENEeTHOCTh 3BYYaHHIO

ncanmoaunu (mo Habmonenuto O. IlomnoBckoii)
COOOILAIOT aJIeaTOPUYECKH PACKOBAHHBIE PUT-
MUYECKHE IPOrPECCUU U PErPeCCU.

B wenom, Ilaprura «Cemb ciioB Xpucray
KOHIENTYaJIbHO BOIUIOIIAET B ceOe BCE OCHOB-
HbIE CUMBOJIbI, CKBO3b KOTOPBIE ITPOJIOJIKAET pea-
JIU30BBIBATHCA HesepOanbHas moaumaa I yoaiioy-
qunot. OHa sBIsieTcs anoe030M MOJIMTBEHHOTO
muaniora bora-Ceina u bora-Otma. Ctpamanust
Ha KpECTe 3a BCE IPEXH YeJIOBEUECKUE BOILIONIE-
Hbl B MosiuTBe-nipocbOe «Otyue! TIpoctu um, nd6o
He BeAaroT, uTo TBopsT» (EB. oT Jlykn).

OrmpenenuB CyIHOCTh MOJIUTBBI, 0000IIINB
€€ OCHOBHBIE ITPUHIUIIBI, Mbl BBISIBAIIA €€ Me-
JUTATUBHYIO MPUPOLY U BO3ZMOKHOCTH HEBEP-
OanpHOTO criocoba cymecTBoBaHus. B momHom
o0béMe 31O oTpakeHo B TBOpuectBe C. Iy-
Oaitnymuaoni. Coz0aHue UHCMPYMEHMATbHBIX
Ppenucuo3Ho-punocopckux couurHenuti onpese-
JEHHBIM 00Pa30M [TOKA3bIBAET, KAK KOMIIO3UTOP
B OyKBaJbHOM CMBICJIE CJIOBa COBEPIIAET MO-
JIUTBY, OOrociykeHue, HO He B CTeHax Xpama,
a yepe3 IIyO0OKyI0 HOrpyKEHHOCTh B TBOpUE-
CKHIl aKT, COSIMHSICh TEM caMbIM C BpIcmien
BoxxecTBeHHOH cdepoit U COeqUHsIS C HEH Ciy-
maresei, COnpuYacTHhIX U NEPEKUBAOLIUX €€
MY3bIKY KaK JJUYHYIO MOJIUTBY.

S NMPUMEYAHUA (<

' Haunnas ¢ «JIukyiite npen [ocromay u «Ammamyuny,
B TBopuectBe C. ['yOaliaynrHOW 03ByYHBAETCS PEJIUTH-
03HOE CIJIOBO.

2 TloHATHE PEITUTHO3HO-DHIOCO(PCKON HITH XPHCTH-
aHckoit Tpareauu BBemeHo @. Illmerenmem, paspaboranHo
I'. KasnommHoii B psiie paboT B OTHOLICHUM MHCTPYMEH-
TIBHBIX M BOKAJIBbHO-WMHCTPYMEHTAJBHBIX COUYMHEHUI
XIX —XX BB. B crarbe [4] BblIe/IE€HE OCHOBHBIE 3aKOHO-
MEPHOCTH 3TOM KOHLISMIIUK: HaJu4ue 30Hb1 [IpocBeTienus,
[IpeoOparkeHnsi Kak UTOra BOCXOMK/ICHUS B HEIMHEHHOM
SAPYCHOHN ApamaTypruu, 4€TKO BBIPAXKEHHBINH pPEIUrH03-
HO-CUMBOJINYECKHH PAJ, MHOTOCJIOHHOCTb HPOCTpaH-
CTBEHHBIX M CUMYJITAHHOCTb BPEMEHHBIX MTPOIIECCOB.

* Vcuxasm, B TIEPEBOJIE C TPEUESCKOro — MOKOi, 6e3-
MOJIBHE, OTPEIIEHHOCTb.

4 KoHIepT mocBsIIiéH NepBOMY HUCIIOIHUTEIIO, TTHa-
Hucry Anexcanyipy baxuuneny (1978).

5 B cakpanpubix counHeHusx C. [ybaiimymunoit
CHUMBOJI YHCJIa TPU, KaK U B XPUCTUAHCKOM TpajuLuy,
€CTh YHCJIO «HeOecHOoe», CHMBOJIM3UpYOLIee IyIly, a
TaK)e CUMBOJ TPOHUIIBL.

¢ 310 ormerun A. Kyapsos B mokiane «Jlupude-
ckast cexcra B npousBeneHusx Codun ['yOanayarHon»
Ha TEOPETHYECKON KOH(EpeHIMH B paMKax (ecTHBas
eé my3biku B 2001 1.

7 CounHEHHE IOCBSIICHO 3aKa3uyhKaM W TEPBbIM
HCHONHUTENAM — BHOsIoHUenucTy B. Tonxe u 6asHucty
@. Jluncy (1982, Mocksa, nupmxép HOpuii Hukonaes-
CKUif).
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deHOMEH «HeBepOHaAbHOH» MOAUTBbI B peAUrMo3Ho-pruaocodpckmx
MHCTPYMEHTaAbHbIX counHeHusx C. l'y6aiAyAMHOM

ABTOp cTaThb B HOBOM paKypce paccMaTphUBaeT WHCTpyMeHTanbHbIe Kommosurmn Codun [yoaraymunoi. [Iprme-
HUTEJIBHO K PEIMTHO3HO-(PUIOCOPCKIM COYMHEHUSIM KOMITIO3UTOpA BBOIHUTCS TOHITHE «HEBEPOATBHOW» MOJIHTBBI
PackpeiBaeTcst CymHOCTh NOHSTHS, OHO (rtocodckn ocMbicinBaeTcsi. O4epunBaloTCs BaXKHbIE AUCKYCCHOHHBIC Ha-
paJuIeNn: yCTaHABJINBAETCS CONPHYACTHOCTD MOJIUTBBI C TMAJIONOM, CYTh MOJMTBEHHON «JIMAJICKTUKNY, PACKPBIBACTCS
MEIUTATHBHAS IIPUPOJAa U BO3MOKHOCTH HEBEPOAILHOTO CYIIECTBOBAHHUS MOJUTBHI. JlyxoBHOe OTKpPOBEHHE CTaHO-
BUTCS BEAyIIeH coepKaTenbHOH chepoii HHCTPYMEHTAIBHON My3BbIKA. MeIUTaTHBHOE U CaKpPaIbHOE OOBEANHSIIOTCS
OOIIMM CMBICIIOM, SIIPOM KOTOPOTO SIBIISIETCSl OUHMIAIOIIEE HAauyaJl0 KaK BbICIIEE BBIpaKCHNE TyXOBHOCTH. Bemymieit
KOHIIETIIINEH CTAaHOBUTCS XpUCmuanckas mpazeous ¢ 301ou Ilpoceemaenus, Ilpeobpasicenus 6 konye couunenus. Ap-
TOP BBISBIIET 9TH 3aKOHOMEPHOCTH Ha npumepe KoHnrepra i ¢oprennano u kaMepHoro opkectpa «Introitus», mbe-
cel aist OasiHa «De profundisy» u [Taptuts! «CeMb citoB XprcTay Uit BUOIOHYENH, OasHa U CTPYHHBIX. KoMmosutop B
OyKBaJIbHOM CMBICJIC COBEPIIAET MOJINTBY, OOTOCITyKEHHUE, HO HE B CTEHAX XpaMa, a 4epe3 NIyOOKy1o MOrpyKEHHOCTh
B TBOPYECKUH aKT.

Kirouesrie croBa: Codust ['ybaiimynuaa, Kornept mis ¢oprenuaHo um kamepHOTo opkectpa «Introitusy, «De
profundis» st 6astHa, «CeMb ¢10B XpUCTay — MapTHTA AJIs BHOJIOHYENH, OasHa U CTPYHHBIX, MOJIUTBA, MEIUTAITHS

The Phenomenon of “Non-Verbal” Prayer in the Religious-
Philosophical Instrumental Compositions by Sofia Gubaidulina

—

The article examines from a new persective Sofia Gubaidulina’s instrumental compositions. The concept of “non-
verbal” prayer is introduced in relation to the composer’s religious-philosophical compositions. The essence of the
concept is disclosed, and it is philosophically comprehended. The author outlines important argumentative parallels:
she establishes the interconnection of prayer with dialogue, the essence of the ,dialectics* of prayer reveals the
meditative nature and the possibility oft he non-verbal existence of prayer. Spiritual Revelation becomes the leading
sphere of the content of the instrumental music. The meditative and the sacred become unified by a common meaning,
the core of which is formed by the purefying element as the highest expression of spirituality. The leading conception
is presented by the Christian tragedy with the zone of Enlightenment and Transfiguration at the end ofthe composition.
The author discloses these regular occurrences on the example of the Concerto for Piano and Chamber Orchestra
»Introitus, the piece for bayan ,,De profundis” and the Partita “The Seven Last Words of Christ” for cello, bayan and
string instruments. The composer recites a prayer and carries out church service in the literal meaning, albeit not in the
walls of a church, but through a deep immersion into the creative act.

Keywords: Sofia Gubaidulina, Concerto for Piano and Chamber Orchestra “Introitus,” “De profundis” for bayan,
“The Seven Last Words of Christ” — Partita for Cello, Bayan and String Instruments, prayer, meditation
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AUTEPATYPHOE HACAEAME HUAEPAAHACKOTO KOMITO3UTOPA
AAb®OHCA AUTTEHBPOKA

Mst Anbdonca Moxanneca Mapuu JIn-  JIBIKCHHIO «BOCHMHU/CCSTHUKOBY, IIPOBO3IIIA-
neHOpoka (1862-1921) nHeoTaenuMoO  CHUBIIMX BCJIEH 33 MApHACIAMH «HCKYCCTBO IS

OT My3bIKUIbHOW XM3HM Hupepman-  umckyccrBa». BosmmaBimsn nswxeHue Buiem

noB koHna XIX — nauana XX croneruil. Ero  Kiooc (1859-1938), a ero enuHOMBIIIEHHU-
npodeccuoHanbHasl AEATENbHOCTh MpoJierajia  KaMU CTaJld MOJIOJbIE aMCTepJaMCKHUE JIUTE-
B oOsactu (uionoruu, ogHaKo cerogHsi, oco-  paropsl: XKak Ilepk, ['epman ['oprep, Anpbept
6enHo B Hunepnannax, Anbponc Iunenbpox  Bepseit, @penepuk Ban DiineH, Jlogeseiik BaH
OoJbllle U3BECTEH KaK KOMIIO3UTOp U juTepa-  Jleliccenb. EAMHCTBEHHBIM — KOMIIO3UTOPOM
TYpHBIH KpUTHK. boriee Toro, Ha poiMHEe OH  CpeIu «BOCBMUJECATHUKOB» OblT AJb(oHC
MIPU3HAH OJIHUM M3 OCHOBaTesie coBpeMeHHON  JlumeHOpok. Mosiople MO3Thl U KPUTHUKH OC-
MY3bIKH. HoBaiu )xypHai «De Nieuwe Gids»®, crapumii
JluneHOpoK ObLT POBECHUKOM TaKUX SIPKUX  IVIaBHBIM I€YaTHBIM OPTraHoOM, OTPa)KaroLUM
npejacTaBuTeNeil ucKyccTBa pybdexka XIX—XX  umeonoruto NBUKEHUS. AKTUBHBIA HHTEPEC
cronetuit, kak ['yctaB Manep, Knon [ebroc-  JlumeHOpoka K JuTepaType COBMEIIANICS C €ro
cu, Puxapa tpayc, [lons [droka, Mopuc Me-  yBnedueHuem My3bikod. OH yacTo mocemiai
TepiivHK, ['ycraB Knumrt m np. PonuBmmcs B KOHUEPTBI, Ha KOTOPBIX 3Bydajla My3blka Pu-
AMcTepname, OH TIPOMCXOMI W3 JApPeBHero  xapaa Barmepa, [exropa Bepmnmosa, Moranne-

pHMCKO-KaTosmueckoro Bectdansckoro poma',  ca bpamca, bepnapma 3Bepca’ u apyrux xom-
MMEIOIIET0 HEMELKHE KOPHHU: KaK MHUHHMYM  ITO3UTODPOB.
BOCEMb IIOKOJIEHUH IPEIKOB IO OTLOBCKOM JIN- B 1888 rogy JAuneHOpok 3aliUTUI JIOK-

HUU NpOKHUBalU B boxosbre, pacrolio)keHHOM — TOPCKYIO AMCCEPTAIMI0 Ha JAaTUHCKOM SI3bIKE
Ha MpPUTpaHUYHON Tepputopun Mmexay lep- o xusHu Jlynuus AnHes CeHeku, OCiIe Yero
Manueil 1 Hunepnangamu B 3emie CeBepHbli  ObLI Ha3HAYEH MPEIOJIaBATEIEM JIPEBHUX S3bI-
Peiin-Becrdanus. C nperckux ser AnbQoHC  KOB B ruMHa3uu B Xeproren6oce. Tam oH Kui
yaessil MHOTO BHHUMaHMsI My3bike. B ronwsie  u pabortan no 1894 roma, a 3arem BepHYJICS B
rofbl, 3aHUMAsICh CaMOCTOSITENbHO, OH WMen  Amctepaam. Mmsa [lumenOpoka kak KOMITO3H-
CWJIbHOE JKEJIaHHE CTaTh JUPHKEPOM, OJHAKO  TOpa B TO BpeMs ObUIO YK€ M3BECTHO Oiaro-
MIOHMMAJI, YTO 3Ta Npodeccusi He TapaHTUpPyeT  Aaps NyOIMKalUK €r0 MY3bIKaJbHBIX COUYMHE-
emy OmarococtosiHust B Oymymiem. [Tostomy B HHIA.

BO3pacTe BoceMHaIaTH Jjetr JumneHopok mo- AKTHBHas TBOpYECKast AeATEIbHOCTh [lu-
CTymws B AMCTEpPIaMCKUW YHHBEPCHUTET JUIsi  TNEHOpPOKa HE pa3 COMPOBOXKIANACh SPKUMH
HU3yYEHHUS JPEBHUX S3BIKOB. coOprTusiMu. B oxTsi6pe 1903 rona oH BriepBbIe

Bo Bpemsi o0yueHuss B yHuUBepcUTETe OH  BcTpeTwics ¢ ['yctaBom MarnepoMm, cTaBIIuM
CTall WICHOM CTYACHYECKOro JuTeparypHoro uis luneHOpoka ryOoKoyBakaeMbIM ApyroM®.
oobenuaenus «UNICA»? u yutan tam iekuud  HuaepimanacKuii KOMIIO3UTOP PETYIISIPHO Toce-
Ha UCTOPUYECKHE, IUTEPATYPHbIC U My3bIKaJlb-  I1aJl perneTuuuu cuMdoHuit Manepa, 3Bydaiiux
Hble TeMmbl. Torna ke /IuneHOpoKk MpUMKHYJ K B NPUCYTCTBUM aBTOpa B KOHIEPTHBIX 3ajlax
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AmMcrepnama. Yaapom juist JunenOpoka crana
cmepth Manepa B 1911 rony. Cryctst Tpu roga
cronuity [omnanauu nmocetmn Kion e6rocen,
Y DTOW BCTPEYM HUJIEPIAHICKUN KOMIIO3UTOD
He ynycTwi. OnHaKo JpyKECKUH KOHTAKT He
COCTOSUICS, U 3TO pazodapoBasio JluneHopoka.
[IepBasg MupoBasi BOWHA OCTaBHJIA CIIE] B €r0O
Oouorpaduu, NPyCCKO-T€pPMaHCKash SKCIIAHCH
BbI3bIBAJIa Y HEr0 OXKECTOUEHHYIO PEaKIUIO.
B stot nmepuox JunenOpok co3gan Takue Ka-
MEpPHO-BOKAJIbHbIE COYMHEHHUS, KaK «Simeon’s
lofzang» (na texer Mocra Ban nen Bommens),
«Les Poilus de I'Argonne» (Ha TexcT Anbdpena
Pamo), «Landstormlied» (na Texct banbrazapa
Bepxarena), «Geistliches Lied» (na tekct Ho-
BaJKca) u JIp.

CucremMarnyeckoro My3bIKaJIbHOTO 00pa-
30BaHMs JuneHOpok Tak U He MOIy4u, 3a Uc-
KJIFOYEHHEM HEKOTOPBIX HAacTaBlieHU bepHap-
na 3Bepca B AMCTepAaMCKOM KOHCEPBATOPUH.
JluneHOpok npuHUMAaNT AaKTUBHOE Yy4yacTue
B My3bIKaJIbHOW >ku3HUM Hunepnannos: co-
TpyaHuuan ¢ aupuxépamu (B. MenrensOepr,
I Buorra), TearpaibHbIMU pexuccEpaMu
(B. Poitapac, @. Poecke), HIepKOBHBIMU JI€sITE-
JSMU, BEJ MEPENUCKy C BUJIHEUIIUMU MY3bl-
kaHtamu Toro Bpemenu (I. Manep, A. IIén-
oepr, ®@. Ilpekep, 2. Moop), He yryckan u3
BUJly OYypHYIO KOHIIEPTHYIO U3Hb KPYITHEMH-
mux 3anoB Amcrepaama. IlepBoe npoussene-
Hue Ha TeKcT [ enTuna Autrennyca — «Blauw,
blauw bloemelijn» («Ik heb haar in mijn hart
bemind») — O6but0 Hanucano um B 1880 romy.
[Tocnennum 3aBepiIEHHBIM COUMHEHUEM KOM-
MO3UTOpA CTajla CO3/IaHHAsl JJi TeaTpajibHON
CLIEHBI «JNeKTpa» 1o MoTuBaM Tpareauu Co-
dokia, nHanucanHas JlunmenOpoxkom B 1920
roay. 3a COpOK JIET MepeuyeHb MPOU3BEACHUN
JlunenO6poka-KoMIO3UTOpa COCTABUI OKOJIO
CcTa MATUECSITH HauMeHoBaHui. OH BHEC 3Ha-
YUTEJIbHBIA BKJIaJ B HCTOPUIO HUAEPIaHACKON
Y €BPOINENCKON MY3bIKM B KAUECTBE KOMITO3H-
TOpa U MY3bIKQJIBHOTO KPUTHKA, OCTAaBUB I10O-
cie ce0st KpyIHOE Hacleaue.

Cpenu OTrpOMHOTO KOJIMYECTBA COYHMHE-
HUI OCHOBHYIO MacCy MpEeACTaBIsAIOT BO-
KaJbHbIE IbEChl, B padoTe HaJ KOTOPHIMU
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st JlunenOpoka-uionora  BBIOOp — TEK-
CTa WMeNl TNpUHIMIHUANbHOEe 3HaueHue. OT-
JaBas JIaHb BEJHKUM I[03TaM, MpO3auKam,
MBICTIUTEISIM, OH W30Mpai UIsi CBOMX HIpO-
W3BEACHUN TEKCThl KPYNHEHIIMX HEMEIKHX
(A. B. T'ére, I T'eitne, HoBanuc, ®. Hume,
N. X. ®. I'énpaepnu u 11p.), a Taxxke GpaHirys-
ckux aBtopoB (L. boanep, B. I'toro, I1. Bep-
JIEH U JAp.), 00paiajncs K aHTHYHBIM TEKCTaM
(Codoxi, Apucrodan, I'opanuit) u cOUMHEHU-
SIM COBPEMEHHHKOB «BOCHMUJICCATHUKOB)
(B. Kmmooc, A. Bepgei, XK. [lepk u np.).
Kputnueckas nesrensHocTh JlumeHOpoxka,
OCYIIECTBIISBIIASCS MApaUIEIIEHO C KOMIIO3H-
TOPCKOM, SIBUJIACh OJTHOW U3 APKUX IpaHEl €ro
TananTta. Ero nuTeparypHbie TPYIbI MyOIHKO-
BAJIMCh B Pa3HbIX M3aHUsX. B cryneHueckue
roIbl U B JAJIBHEHIIEM €ro CTaTbd MOSBIIS-
nuck B kypHanax «De Amsterdammery’, «De
Kroniek»® u «De Nieuwe Gids»’. Hspenka
€ro CTaTbl MOXKHO OBIJIO BCTPETHTH B KYp-
namax: «Propria Cures»'’, «Architecturan'!,
«De Telegraaf»'?, «De Nieuwe Rotterdamsche
Courant»3, «De XXe Eeuw»'!, «De Tijd»'3,
«La Revue de Hollande»'®, «Het Vaderland»'.
B 1922 ropy, uwepe3 romg mocie cCMepTH
JlunenOpoka, B AMcTepaame BBIIIO MEPBOE
u3aHue CcOoOpaHUsl €ro KPUTHYECKHX Tpy-
noB «Ommegangen»'. COOpHHK, cocTaBiie-
HUEM KOTOPOTO 3aHUMAJICS HUACPIAHICKAN
03T, YUYEHUK U NIpenaHHblil apyr unenopo-
ka banprazap BepxareH, COnepKUT JIMIIb W3-
OpaHHble cTaTbM, HanucaHHble JluneHopo-
koM B mepuon ¢ 1891 u 1911 romer. B 1950
rony B Hunmeprnangax yBHIENO CBET M3/IaHUE
«Verzamelde geschriften»!® («Cobpanue co-
YHMHEHHIT» ), TIOATOTOBICHHOE W OMyOJIMKOBaH-
HOE HUJICPJIAHICKUM MY3BIKOBEIIOM DIyap oM
Puzepom?’ B coTpyIHHYECTBE C T0YEPHIO KOM-
no3utopa Teeit Jlunmenopok. lannoe uzmanue
0Ka3aJ0Ch 3HAUYUTEIHHO PACIIUPEHHBIM: Pu-
3ep IOTOJHHII COAEpKaHWe COOPHUKA HOBBI-
MU CTaThsIMH, a TaKKe BKIIIOYHII TEYaTHBIC
BEPCUHM PYKOIHMCHBIX UYEPHOBHIX HAOpPOCKOB
u (pparmenToB crareil u 0630poB [unenopo-
Ka-KpUTHKA, HE U37aBaBIIMXCs panee. B coop-
HUK BOIIJIO OKOJIO CTAa HEBEIHMKHUX MO 00BEMY
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cTaTeil, cpeiau HUX aHAJUTUYECKHE CTaThH,
3cce, OYEepPKH, TEKCThl K KOHLEPTHBIM IIPO-
rpamMmam H peleH3uu.

Kputnueckyio nestenbHOCTh  Anb(oHca
JlunenOpoka MOKHO pa3fesuTh Ha YETHIPE OC-
HOBHBIX 3Tara:

* 1881-1895 roapl — mMosIBIIEHHWE DPAHHUX
cTareil MpeuMyllecTBEHHO (unocopcko-pu-
JI0JIOTMYECKOH HANpPaBIEHHOCTH;

* 1895-1899 roael — caMblil aKTUBHBIN MY-
3bIKAJIbHO-ITyONIUIIUCTUYECKUI 3Tamn, pabora
JlunenOpoka B xKypHaie « XpOoHUKay;

* 1902-1912 roger — mnyOnukanus ICH-
TpaJIbHBIX, 110 MHeHuio J. Pusepa, crareir o
BBICTYIUIEHUAX Hpodeccopa AMCTEpIaMCKO-
ro YHUBEpPCHUTETa rocnoauHa e bypa Ha Temy
«Hummey;

* 1914-1920 roas! — Bo Bpems IlepBoii Mu-
pOBOI BOMHBI U B TTOCJIEBOCHHBIE TOAbI OCHOB-
HOU UJIeeH cTareil CTAaHOBUTCSI HEMEIKasl yrpo-
3a €BPONEHUCKON LIMBUJIA3AIIMH.

Temarnka nuTeparypHbIX counHeHMi [lu-
neHOpoKa OOIIMpHA: €ro0 MHTEPECOBAJIU BOIIPO-
Cbl (pUIIONIOTHH, JIUTEPATYpPhbl U SI3bIKO3HAHUS,
M033UU M KUBOIUCH, APXUTEKTYpPbI, UCTOPUU
AHTHUYHOTO MHpa U cyaed ero sipKux Mpejacra-
BUTEJIEH, MOJUTUUYECKUE ACIEKThl Pa3IMYHBIX
SMOX M COBPEMEHHOCTH, COIMOJOTHA, (u-
J10CO(CKO-ICTETUUECKHE SIBICHUSI, BOIPOCHI
HCTOPUU U TEOPUN MY3bIKU. ABTOP pacCy aaeT
0 B3aMMOJIEWCTBUU MY3bIKU M MBICIIU, MY3bIKI
1 (UIOIOTUM, MY3bIKA U TOJIUTUKH, MY3bIKU
U MOJIEpHHM3Ma, O JUJIETaHTU3ME, O MpodiieMe
MY3bIKaJIBHOTO CTWJISI U 00 Hjee UCKycCTBa B
L[EJIOM.

Camas panHss cratbsi coopHuka 1950-ro
roga— «Koe-uto o manennn Pumckoit pecmyoinu-
km» («lets over den ondergang der Romeinsche
Republiek») — npencrapnsier coboil mybauka-
1Mo nepBoi nekiun Junendpoka, mpouuTaH-
HOM MM Ha paboyeil BCTpede JUTEPATypPHOTO
obmectBa «UNICA» B ssuBape 1881 romga. Kpo-
Me Toro, JIumeHOpoKoM B CTyAEHUECKHE TOfbl
Ha pabounx BCTpeuax oOIiecTBa OBLIN MPOUHU-
TaHbI JIEKIIUU Ha TeMbl «lOman OTcTynHuK u
€ro *Hu3Hb. XapakTepucTuka-scku3» («Julianus
Apostata en zijn tijd. Eene karakterschets») B
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1882 rony u «Brewarnenus o npupone /pes-
HocTh» («De natuurindrukken der Ouden») B
1883 ronmy. MIx TekcTOBble BepcUU TaKk e BO-
nut B COOPHUK, TOATOTOBJICHHBIN Dmyapaom
Puzepom u Teeit J{unenopox.

OpHoOl M3 MEepBBIX CTaTeH, CBSI3aHHBIX He-
MIOCPEJICTBEHHO C MY3bIKaJbHBIM HCKYCCTBOM,
sBisiercst acce «lIpoknstue daycra», neppo-
HAYaJbHO IMOSBHUBIIEECS B KAa4yeCTBE MUChbMa*!
penakTopy xypHana «De Amsterdammery. I1o-
cienHee scce «Bumnem Menrensbepr» Hamu-
cano Jlunen6pokom B 1920 rony. Kommnosurtop
BBICOKO LIEHUJI TBOPYECTBO JIpyra, TaJaHTIHBO-
ro nupuxépa. [lo ero muenuto, Menrenn0epr
BHEC 3HAYUTENIBHBIA BKJIAJ B KyiaeTypy Hu-
nepnanioB. JAuneHopok Ha3bIBal €ro BEIUKUM
MY3bIKaHTOM, OUEpPKUBast, 4yTo MeHrenboepr
paboTan He TOJBKO HaJ MY3bIKaJIbHBIM MPOU3-
BEJICHHEM, HO U HaJl TOHOM KOMIIO3UTOPCKOIO
«BBICKA3bIBAHUS.

Wurtepecsl [lunen6poka-KoMIoO3uTopa Ko-
peHsTCsl B 00J1aCTH CTAPUHHOM MY3BIKH: JaH-
HOMY BOIIPOCY OH MOCBsIIaeT cTarbu «Bo3-
POXIECHHE CTAPUHHOW BOKAJIBHOW MY3BIKK
(1895), «“Bo3sBpauienue k crapoMy’”’ B My3bl-
ke» (1898). luneHOpOK Takke aHATU3UPYET
npousBeaeHus: «l eiicopexT AMcTepaaMCKuii»
bepunapna 3Bepca, «3anoBeau Oyia’keHCTBa»
Cezapa ®panka, Ilaretmueckas cumboHUs
II. W. YaiikoBckoro, Bocbmas cumbonus
I'ycraBa Manepa u ap. Ero anaimurudeckue
OYEPKU 3a4acTyl0 MOJKPEIUIEHbl HOTHBIMU
puMepamu.

B cobpanun kputnueckux TpynoB [unen-
Opoka UMEIOTCs JIBEe CTaThy, faTupyembie 1910
n 1912 rogamu, B Ha3BaHUM KOTOPBIX YIIOMU-
Haetcsi Bocbmast cumponus Manepa. Ouu Ho-
cat Ha3BaHusa «Mahler’s Achtste Symphonie te
Miinchen» u «Mahler’s Achtste Symphonie»
cooTBeTCTBEHHO. Cyisi MO XpOHOJIOrHYECKOM
JaTUPOBKE, IepBasl CTaTbsl (HE3aBepIIECHHAs )
HanycaHa Npu Ku3HU Manepa, BTopas — 1o-
CMEPTHO.

B ctatee 1910 rona JIlunmenOpok onuckiBa-
€T TO, KaKoi BKJaJ B Mpa3JHOBaHUE NATH]E-
CSATUJIETHETO FOOMIIEes] BHECIH COBPEMEHHUKH
Manepa — KOMIIO3UTOPBI, My3bIKaJIbHbIE KPHU-
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TUKU U 103Thl. OH YIOMHUHAeT CKYJIbITOpA
Ponena, KOTOpBIA «IpeACTaBUI PENPOAYK-
LIMI0 CBOET0 3amMmeuareiabHoro Orocra Maie-
pa, CMOJIETUPOBAHHOTO UM ATHUM JieTOM» [4,
c. 330]. IunenOpok mpu3HAICS, YTO «H3 BCEX
MY3bIKAHTOB, KOTOpBIE TBOPST CETOIHS — U
HEKOTOpBIE U3 HUX SIBISIOTCS JI€HCTBUTEIBHO
yBa)Ka€MbIMU MHOIO, — HUKTO HE Jaji Obl MHE
oounpire, Hexenu ['ycraB Manep» [Tam xe.
B 1911 rony AuneHOpok MUIIET CTaTblO-He-
KpOJIOT B CBSI3M CO cMepThio Manepa. B cra-
The 1912 Toma peur UAET HEMOCPEACTBEHHO
o BoceMmoit cumponnn Manepa. dunen6pox
nuuet: «bonee yeM Ha 3Ty MOMBITKY Kpart-
Koro o63opa Bocbmoil cumpoHun B HEIAX
HNOJArOTOBUTH K HEH ciymiarens, s HE MOTY
pemnthea. Hunepnanackuil sA3bIk “BBICTYIIA-
€T NpOoTUB” MeTa(U3NYECKOro OMUCAHUS MY-
3BIKM B CJIOBaX. JTO OAHO, 3/1€Ch HYXKHO €Il
100aBUTh, YTO, TI0 CJIOBAM OJIHOTO M3 Apy3eH
Marnepa, P. llInexra, nepsbie ceMb cuM(pOHUN
no Bocbmoii cunrtarorcs “npemroaueii”. U B
CaMOM Jielie, HE TPYJHO IMOHATb, YTO B KOM-
MO3UTOPE B TEUYEHUE MHOTUX JIE€T JpeMJeT
[I0J1 BJACThIO BHE3AIIHOTO BJOXHOBEHHUS T'MM-
HAYECKOE JKEJIaHuEe BAPYT “OTIMYCTUTH ITOBO-
Ibsi”’, crieTh Bricokyto mecuio [yxa u boxe-
CTBEHHOU JIOOBU. MormHasi TeMa OTKpbLIaCh
€My 4epe3 BIOXHOBEHHUE, B KOTOPOW OH YETKO
ycabIan Meaoau3amnuio cios “Veni, Creator
Spiritus”» [Tam xe, c. 352].

JluneHOpok mucan peleH3ud Ha KOHLEp-
Tl U npencTaBieHud. Tak, B mae 1896 rona B
xypHane «De Kroniek» mosBunace peneHsus
Ha ucnojHeHue doprenuaHHOro KOHIEpTa Js
murop Kapma Cwmynaepca®, B KOTOPOM IpH-
HUMaJIM Yy4yacTHE aMCTEpIaMCKUH OpKecTp
«Konneprrebay» mnox ymnpasieHuem Buiema
Menrensbepra, a B KaueCTBE COJIMCTA — aBTOP
My3bikn. Ha ToM xe konunepre Cmysaepcom
Oblla uCHOJMHEHa (UHAJIbHASL CLEHA OIEpPbI
Barunepa «Tpucran u U3onpna» B poprenuan-
Hoil penakuuu @epenua Jlucra. JJunendopox
HAUMHAET PELEH3UI0 C TOro, 4To 00CYyXIaeT
HenpocToil Bonpoc: «Barnep Obu1 npas, koraa
ocynun (pasy ‘“npamaruyeckas cCUMQOHHUA,
HO JIMILb C JIMHI'BUCTUYECKOM TOUYKHU 3PEHUSD)
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[Tam ke, c. 146]. Onnako kmto4eBbIM 1151 Jlu-
neHOpOKa CTAaHOBATCS HE BATHEPOBCKHE BOIPO-
CBI JpamMbl B MY3bIKE, a JIBOHCTBEHHOCTbH IPH-
POMBI JIMPUKH U CO3EpIAHUs, B chepe KOTOPHIX
IIPOUCXOUT TMEPEXo] OT Oecco3HaTeIbHOro
B cozepuareiabHoe. OO0 3TOM OH pa3MBILUISI,
aHAJIM3UPYs My3bIKaJIbHOE cofiepkaHue popre-
nuanHoro koumepra Cwmymuepca. JumenOpox
TaKXXe MMUIIET CTaThbH O TIOCTaHOBKax omep Pu-
xapna Barnepa, Ha KOTOPBIX OH IPUCYTCTBOBAII
(«JIoanrpun», «Tpuctan u M3onpna», «Hrop-
HOeprckue MencTep3uHreps» U Ap.), 0 «Stabat
Mater» IlamecTpuHBl B HMCHOJHEHUH MAJIOrO
xopa a cappella B Kpyrioit morepanckoii Llepk-
BH.

Hemanoe xommuectBo crareit [{umen6po-
Ka TIOCBSAIICHO TIPEICTABUTEINSIM JIUTEpaTy-
pol. Cpean KpUTHYECKUX CTaTedl BCTPEUAIOTCS
ouepku o TBopuecTBe @punpuxa Hume, Buii-
nema Kiooca, JlronoBuka Ban leccens, Pemu
e I'ypmona, Aptypa Ban Cxenzena, ['epmana
T'oprepa u np.

Crnenyer moa4epKHyTh, YTO O0JIACTH KJlac-
cudeckoil umonoruu s JlumeHOpoka, Kak,
Hanpumep, u A Hure (06a nonyunnu B Helt
npo¢eCCUOHATBHBIN CTaTyC), cTana miardop-
MOI1 B CUCTEME JYXOBHOTO U TBOPYECKOTO pa3-
BUTHS JINYHOCTU. B Hemaoil cTernenu oHa mno-
BJIMSUIA Ha CTAHOBJICHUE JIUTEPATYPHOIO S3bIKa
Junen6poxka.

CrnoxxHOCTh mepeBoja crareit JlumenOpoxa
BBI3BaHa 00mMIIeM MeTahOPUIECKUX 000POTOB,
BCTPEYAOIINXCS TIPEUMYIIECTBEHHO B TEKCTaX
¢unocopckoro HaKIOHEHHMSI M 3CCE-PaAcCyk-
JICHUSX Ha TEMBI O JIPEBHHUX BEKaX, TPaJWIH-
sx. Dnyapay Puzepy B cBOE BpeMst mokasaiach
«J100O0MBITHON CMeCh (PUITOCOPCKON MOKOPHO-
CTH M CTPACTHOM arpeCcCUBHOCTH, KOTOpas Oblia
xapaktepHa uis  JIUmeHOpoKa-MBICTUTEIS,
CoYeTaHHe MHTEJUIEKTAa M MHTYHIIUH, KOTOPOE
CIIOCOOCTBOBAJIO TOMY, YTO 3TH JUTEpPATypHbIE
paboThl ¢ WX CYIIECTBEHHBIM IOJIEMHUYECKHM
XapaKTepoM OBLTH TTOJIHBI ACHCTBUTEILHO TIPO-
POYECKHM TPO3PCHUEM, PEBOTIOIIMOHHBIMH
UAESIMHU, METKUM, TIPOHUIIATEIBHBIM pa300poM
U YIUBUTENbHBIMU (DOPMYIHPOBKaAMI» [TaM
xe, c. 8].
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Jluteparypuoe Hacneaue JlumeHOpoxka,
YeJIOBEKa MIMPOKO JPYAUPOBAHHOTO, AKTUBHO
CIIyHIAIOIIEr0, YHMTAIOIIETO0 U Pearupyrolero
Ha pa3HOOOpa3HbIE aKTyalbHbIE BOMPOCHI, 00-
CY)XKOaCMbIC KaK B MY3bIKaJIbHOM, TaK W B JIN-
TEpaTypHOM OOHIECTBE, CTAJ0 LIEHHBIM JI0CTO-

SSHUEM HUJEPIaH/ICKOM KyIbTYphl. AJb(pOHC
JluneHOpoK, 4bM IMyOJUMKAUU HEPEAKO MOSB-
JISUTMCH B MPECTUKHBIX JTUTEPATYPHBIX KypHa-
Jax AMcrepriama, sIBUICS OJIHUM U3 POCBETH-
TEJIe CBOErO BPEMEHHU.

S MPUMEYAHUA (<

' M3BecTHO, uTO B poxy JIMIIeHOPOKOB Ha POTSHKCHUH
MHOTHX TOKOJIEHHH C 0COOBIM IMTOYNTAHHUEM OTHOCHIIUCH
K nepksu. Cembst Depunanna u Moxarus! JuneHGpok,
poauTeneii KOMITO3UTOpa, 00IIAIach C PyKOBOIUTEIISIMU
TOJUTAaHACKOTO PHUMCKO-KaTOMYecKoro Bo3poxaeHus.
OpHMM M3 M3BECTHBIX MpenkoB Albponca /[unenOpoka
OBLT HEMEIKUI KaTOMMUYeCKUi KHs3b-enmuckon bpecnay,
kapauHan Mesbpxuop Junenopok (1798—1853), koTopsrii
MPUXOAUIICS €My JIBOIOPOIAHBIM JEIOM.

2 «UNICA» «Uno Nomine Iuncti Colimus
Amicitiamy, B niepeBojie ¢ JaTHHCKOTO — «OIHUM Ha-
3BaHHEM OOBECIMHEHBI HAIIN JPYKECKHE OTHOIICHHS»
(3mech U manee mepeBoibl — aBTOPA CTaThH).

3 B mepeBozie ¢ Humepnanackoro — «HoBsril Boxa-
T, XKypHan cymectBoBan ¢ 1885 mo 1943 rr.

4 bepuapa 3sepc (1854-1924) — HumeprnaHaCKHiA
KOMIIO3UTOP, MY3bIKaJIbHBIN Tearor. ABTOp TpEX CHM-
¢doumii, yseptiopsl «Cackusi» ¢ mocBsilieHHeM Pewm-
OpaHATy, OPYyTUX OPKECTPOBBIX COYMHEHUH, a TaKKe
Mecc, kaHTar u nece. C cepeaunsl 1880-x mo 1920-e rr.
IpernoaaBaj TEOPETHYECKHE NMPEeaIMEThl B AMCTepaaM-
CKOH KOHCepBaTopHH, 00pazoBaHHOM B 1884 roxy.

5 Nmerorcst B By (oprenmuannas ob6paboTka Top-
JKECTBEHHOTO MapIia AKaeMuHu, HalucaHHOro JlumeH-
Opoxom B 1882 romy, mepBOHAYAIBHO JUIsI BOCHHOTO
JYXOBOTO OpKeCcTpa, MO CIydaro Mpa3aHOBaHMS MEpBOil
TOMOBIIMHBI AMCTEPJIAMCKOTO YHHUBEPCHUTETA; COOPHUK
neceH «Tpu 6ammaasn (1885).

¢ Tlogpobuee cm.: esatko E. (dypkuna E.) Ab-
¢douc lunendpok u I'ycraB Masep — uckyuienne Barne-
pom // Teatp u My3blka B COBpPEMEHHOM OOIIIECTBE: Mar-
JIBl MEXKAyHap. Hayd. KOH(). CTYIEHTOB M acIHUPaHTOB
B paMKax MEXKIYHApOJHOIO CHUMIIO3uymMa / OTB. pell.
H. A. Enosckast; KpacHosipckasi roc. akaJieMust My3bIKU 1
tearpa. Kpacnosipck, 2013.

7 B x&ypHaie «AMCTepamMer CTaTb IIeUaTaiich B
1882, 1893, 1898, 1911, 1914 rr.

8 B skypHanme «XpOHHKa» CTarhbl TICUATAIHCH B
1895-1899 .

? B sxypraine «HOBBIiT BOXKATBII CTAaThH ITEUATAIICH

B 1891-1895, 1910 .
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10°B sxypHane «Propria Cures» B HOsiOpe 1894 roma
Obuta omyOnukoBaHa ctarhs «lIpobmembr cTusn» («Het
probleem van den stijl»).

' B skypHame «ApxuTektypa» B Mae 1897 roma
ObLTa OTyOIMKOBaHA CTaThs «B ceMumaecsaTyto romoBIiu-
Hy mokropa Ilurepa Kéiinepcay» («Bij den zeventigsten
verjaardag van Dr. P. J. H. Cuypers»).

12 B sxyprane «Tenerpad» craTthby IMEYaTalvnCh B
1902-1903, 1914-1915, 1917 rr.

13 B xypHane «HoBoe poTTEpIaMCKOE JBHKCHHEY
crarbu nevyaranuchk B 1902, 1911 rr

14 B xypuane «XX Bex» B (heBpae u mae 1907 rozma
obutn omyOsmKoBaHbl crath «IIpodeccop ae boep o
Hurme» («Prof. de Boer over Nietzsche») u «IIpodec-
cop ne boep u Humie» («Prof. de Boer en Nietzschey)
COOTBETCTBEHHO.

15 B skyprane «Bpemsi» B mapre 1912 roma Obina
omybnukoBaHa cTatbid «B orBer Ha Kputmky» («Naar
aanleiding van een critiek»).

16 B sypnane «O630p Tomranmum» B nexadbpe 1916
rona 6pu1a ommyoMKoBaHa ctatbs « Hunepiaanas! u @pan-
must» («Nederland en Frankrijk»).

17 B xypnane «OtedectBo» B utoie 1919 romga Opita
omy0nukoBaHa cTaThsl «My3bIka U moinutukay («Muziek
en politiek»).

8 Diepenbrock A. Ommegangen.
opstellen. Amsterdam, 1922.

19 CM. CIMCOK THTEPATyPHI.

20 Snyapn Puzep (1908-2002) — kpynHe#mmi HU-
JIepIaHACKUHN yu€HBIN U Tpodeccop, My3bIKOBEN, Mep-
BBIM HCCIIEOBATEIb JKA3HH W TBOpYECTBA AJb(OHCa
Junen6poka. C 1962 roma Hauan MOArOTOBKY K MeUaTH
MOJIHOTO COOpaHUsl MUCEM M JJOKYMEHTOB KOMIIO3UTOpa
B OJIMHHAIIATH TOMaX, KOTopas Obuia 3aBepiieHa B 1998
roxy. Craj MHUIIMATOPOM IOJHOM KaTaloru3aliu Covu-
Henu#t Jlunen6poka.

2! TIuceMo ot 6 aBrycra 1882 roga.

22 Cmynaepc Kapn Anton (1863—1934) — Genbruii-
CKUH KOMIIO3UTOP HUACPIAHACKOTO ITPOUCXOXKICHUA,
IMUaHUCT, IMCaaror, aBTop quHpéx POMAaHOB, HarMCaH-
HBIX Ha (PPaHITy3CKOM SI3BIKE.

Verzamelde



2015,3

My3blka B CMCTeMe KYyAbTypbl

0

S AUTEPATYPA (<

1. Ommc B. B. Jlunen6pox AnbsdoHc / My3bI-
KaJbHas SHIMKIIoNe s B 6 T. / 1. pex. 0. B. Kenypim).
M., 1974. T. 2. C16. 250.

2. Braas T. Alphons Diepenbrock // The New
Grove Dictionary of Music and Musicians / Ed. S. Sadie,
J. Tyrrell. Second edition. Vol. 7. New York: Grove
Dictionaries Inc., 2001, pp. 328-330.

3. Diepenbrock A. Versamelde geschriften. Het
Spectrum, Utrecht (Brussel 1950) / Editie Eduard Reeser
& Thea Diepenbrock, 2007. URL: http://www.dbnl.org/
tekst/diep001verz01 01/colofon.htm.

4. Diepenbrock Alphonsus Joannes Maria
(1862—1921). URL: http://www.historici.nl/Onderzoek/
Projecten/BWN/lemmata/bwn1/diepenbrock.

5. Leeuw G. van der. Alphons Diepenbrock and
the European World of Composers at the Fin-De-Siécle
[Ha aHDI. 53.] // My3uxkonorujst (Cepoust). 2002. Ne 2, pp.
157-169.

6. Samama L. Alphons Diepenbrock. Componist
van het vokale. Amsterdam: Amsterdam University
Press, 2012. 321 p.

7. Veen J. van der. Diepenbrock, Alphonsus
Joannes Maria (1862—-1921) // Biografisch Woordenboek
van Nederland. URL: http://resources.huygens.knaw.nl/
bwn1880-000/lemmata/bwnl/diepenbrock.

< REFERENCES (<>

1. Oshis V. V. Al’fons Dipenbrok [Alphons
Diepenbrock]. Muzykal 'naya entsiklopediya: v 6 t.
[Musical Encyclopedia: In 6 Volumes]. Edited by
Yu.V. Keldysh. Vol. 2. Moscow, 1974, pp. 250.

2. Braas T. Alphons Diepenbrock. The New
Grove Dictionary of Music and Musicians. Ed. S. Sadie,
J. Tyrrell. Second edition. Vol. 7. New York: Grove
Dictionaries Inc., 2001, pp. 328-330.

3. Diepenbrock A. Versamelde geschriften. Het
Spectrum, Utrecht (Brussel 1950). Editic Eduard Reeser
& Thea Diepenbrock, 2007. URL: http://www.dbnl.org/
tekst/diep001verzO1_01/colofon.htm.

4. Diepenbrock  Alphonsus Joannes  Maria
(1862—1921). URL:http://www.historici.nl/Onderzoek/
Projecten/BWN/lemmata/bwn1/diepenbrock.

5. Leeuw G. van der. Alphons Diepenbrock and
the European World of Composers at the Fin-De-Siecle.
Muzykologiya (Serbiya) [Musicology (Serbia)]. Vol. 2.
2002, pp. 157-169.

6. Samama L. Alphons Diepenbrock. Componist
van het vokale [Composer of Vocal Music]. Amsterdam:
Amsterdam University Press, 2012. 321 p.

7. Veen J. van der. Diepenbrock, Alphonsus
Joannes Maria (1862—1921). Biografisch Woordenboek
van Nederland. URL: http://resources.huygens.knaw.nl/
bwn1880-000/lemmata/bwnl/diepenbrock.

AuTepaTtypHoe HaCAeAMe HUAEPAAHACKOrO KOMIMO3MTopa
ArbcpoHca AuneHOpoka

Crarbs OCBSIICHA TBOPYECTBY HUIEPIAH/ICKOTO KOMIIO3UTOPA, My3BbIKQJIBHOTO KPUTHKA, (DHII0NOTra, 3CCEUCTa | TIe-
nmarora Anpdonca [lumenopoka. Ero nesTensHOCTh OCYIIECTBISUIACH Ha (POHE MPOIIECCOB PA3BUTHS HAIIMOHATIBHOM
HUJEPIIAHJICKON MY3bIKaJIbHON KyJIbTypbl B iepuof koHua XIX — nagana XX cronertuil. Panee B 0Te4eCTBEHHOM My-
3BIKOBEJICHUH, B OTIIMYME OT 3aIIaJHOTO, B YACTHOCTH, HUJIEPJIAHJICKOTO, Hacaeaue JJuneHOpoka He IPUBIEKIIO K cebe
JOJDKHOTO BHUMaHHMs. ABTOpPa CTaTbU 3aMHTEPECOBAIa KPUTHKO-ITyOJIMIINCTUYECKAs JIMHUSA €ro TBopdecTna. JIntepa-
TOPHI B KyIBTYpHOH cpene Hunepmanmos xonna XIX Beka, kak 1 Bo @paHIH, ObIIN TIIABHBIMU BBIPA3UTEIISIMH HO-
BBIX Heil. OnbIT, mproOpeTéHnplid JumeHopokoM Onaromaps yq9acTHio B HUIEPIAHICKOM JTHUTEPATYPHOM «JIBHKEHUT
BOCBMHJIECSITHIX)», CTABIIEMY B CTPAHE OJHHUM M3 IEPEJOBBIX, ObIIT MPOHECEH UM Yepe3 BCIO kKM3Hb. JIuTeparypHas
o0nacTh CIyXHiIa Uil KOMIIO3UTOPCKOTO TBOpUecTBa J{MMEHOpPOKa KOHIIENTYaIbHBIM HCTOYHUKOM C TOYKU 3PEHUS
3CTETHYECKHX TEHJEHIUI 1 naeanoB. B craree mpencraBieHbl KiItOueBble OMorpaduiaeckne CBEACHUS U3 KU3HN HU-
JIEPIIAH/ICKOTO JIEATENs, a TAKXKE MEePUOAN3ALST KPUTHKO-ITyOIMIINCTUYIECKON 00JIaCTH €ro TBOpUeCTBa U e€ KpaTkas
xapaktepucTuka. IIpuBeneHsl cBeeHNsT 00 M3IaHUAX, B KOTOPBIX ITyOIMKOBanuch Tpyabl JumneHOpoka. Takum 06-
pa3oM, aBTOPOM CTaTbU Oblia MPEANPUHSTA MONbITKA MPUOIM3UTECS K MOHUMAHHUIO MY3bIKaJIbHBIX, JINTEPATYPHBIX,
KyJIBTYPHO-(PHIOCOPCKUX BIMISIOB U HHTEpecoB Anbhonca Junendpoka.

Knrouessie cioBa: Anbdonc AnneHOpok, HUIEpIaHICKas My3bIKalIbHAs KyJIbTypa, My3bIKallbHasl KPUTHKA, CILIAB
(bUII0TOTUH U KOMIIO3UTOPCKOTO TBOPUECTBA
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The Literary Legacy of the Dutch Composer
Alphons Diepenbrock

The article is devoted to the work of Dutch composer, musical critic, philologist, essayist and pedagogue Alphons
Diepenbrock. His activities were carried out against the background of the process of national development of the
Dutch musical culture during the period of the late 19th and early 20th centuries. Prior to that, Diepenbrock’s legacy
did not attract the attention it deserved in Russian musicology, unlike Western, particularly, Dutch musicology. The
author of the article became interested in the composer’s work in the spheres of criticism and journalism. In the cultural
milieu of the Netherlands, identically to that of France, at the end of the 19th century literary figures were the chief
expressers of new ideas. The experience acquired by Diepenbrock due to his participation in the Dutch “Movement
of the Eighties,” which became one of the most vanguard in the country, was retained by him throughout his enture
life. The sphere of literature served Diepenbrock’s compositional work as a conceptual source from the point of view
of aesthetic tendencies and ideals. The article presents the key biographical information about the life of the Dutch
musician, as well as the periodization of his work in criticism and journalism and its brief characterization. Information
is provided about the editions in which Diepenbrock’s works were published. Thereby, an attempt was made by the
author of the article to advance within closer proximity to the understanding of the musical, literary and cultural-
philosophical views and interests of Alphons Diepenbrock.

Keywords: Alphons Diepenbrock, Dutch musical culture, musical criticism, a fusion of philology and compositional
work
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O HEKOTOPBIX NMPUHUUIAX MY3bIKAAbHOTO ®OPMOOBPA3OBAHUA
B MOCTAHOBKAX TAHUA INMOCTMOAEPH'

MY3bIKaJIbHO-XOpEOorpauueckoM  uc-

KyCCTBE BTOpOM IOJIOBHHBI XX BeKa

c(hopMUPOBAIUCH HOBBIE HAIPABICHMUS,
CpeIu KOTOPBIX TaHEel IMOCTMOJEPH 3asiBUII O
cele Kak sIBJICHHUE SIPKOe, MaCIITaOHOE, UTPato-
11e€ BaXXHYIO POJIb B Pa3BUTUU MaruCTPajJbHbIX
TEUCHUI MY3BIKQIBHOW W Xopeorpaduueckon
KYJIBTYPBI.

Ero ocHoBarennm — amMepuKaHCKHE XOpEo-
rpadsr M. Kannunrem, C. @opru, U. Paitnep,
T. bpayn, JI. Yaitnac, C. Ilakcton, 1. ['opaoH,
b. Jlnmotin, JI. Xeli cOBMECTHO C KOMIIO3HUTO-
paM# HbIO-MOpKCKOM MmKoIbl — [[x. KelmxeMm,
M. ®denamanom, D. bpaynom, K. Bynsdowm, a
takke JI. Mont furom, /1. Tronopom chopmu-
poBayii OJAroNpUATHYIO Ul Pa3BUTUS HOBOTO
HCKYCCTBA XYJ0KECTBEHHYIO CpEly U OIlpejie-
JWIA MEMHCTPUM B MY3bIKaJIbHO-XOpeorpadu-
YyeckoM HcKyccTBe. Haxonsch mox BiMsHUEM
skcnepuMentoB Jx. Keimka mo uccienoa-
HUIO 3BYKOBOI'O MaTepuaja U MeToja Cilydaii-
HBIX JICCTBUH B MY3BIKE, TBOPYECKHUX OIBITOB
rpynnsl «®iokcycy, xopeorpadbl BHEIPHIN
3JIEMEHTHI SKCIIEPUMEHTA B TaHEL.

C cepenunbl XX cToseTust — BpeMeHU (op-
MHUPOBaHHUSI HOBBIX KOMIIO3UIIMOHHBIX IpPHH-
LUUIOB M paJyKaJIbHON NEPECTPOMKHU CHUCTE-
Mbl (OpMOOOpa30BaHusl, U HAa NPOTSHKEHUU
BCEH €ro BTOPOM IMOJIOBUHBI MHOTHE KPYIHbIE
xommo3utopsl (Jx. Kelmxk, I1. Bynes, 3. bpa-
yH, 3. Jlenncos, K. IllTokxay3en) pa3BuBamu
IPUHLIMIIBI, OCHOBaHHbIE Ha BEAyLIEH poiu
CIly4aifHOCTH, 4TO 00YyCJIOBHJIO TOSIBJIEHUE HO-
BbIX CTPYKTYP MY3bIKaJIbHBIX MPOU3BEACHUM.
B counHeHuM OIUH WM HECKOJIBKO Mapame-

TPOB KOMIIO3UIIMHM, HAalpHUMEp, BpeMs 3Byda-
HUS, 3BYKOBBICOTHOCTh, TEMOp, JUIUTEIbHOCTb,
JUHAMHKa OCTAKOTCSA HEOIPENeIEHHbIMU. AB-
TOp NPU STOM IOPOW HE NPEIBHUINAT OKOHYA-
TEJIBHOTO XYJIOKECTBEHHOIO pe3yibrara. B
MIPOLIECCE pealN3alMy 3aMBbICJIA UCIIOJIHUTEIb
CTAHOBMUTCSI COABTOPOM U BbIOMpaeT, 10O
JIOCOUYMHSAET HeKoTopble mapameTpbl. Ciy-
YailHOCTh, HEOIpeneaEHHOCTh, MOOMIBHOCTh
TEKCTa CHOCOOCTBYIOT MOMCKY HOBOM BbIpasu-
TEJIbHOCTH, aI0T BO3MOXXHOCTb MCIIOJHUTEIIO
IIPEACTABUTh OPUTMHAIBHYIO, KAl pa3 HO-
BYI0 BEPCHUIO IPOU3BEACHMS, PYKOBOJICTBYSCH
XyJ0KECTBEHHBIM BKYCOM U JINYHBIM OIBITOM.

B pesynbrare HayyHOro ocMbIciaeHUs 000-
3HAYEHHBIX TBOPYECKUX OSKCIIEPUMEHTOB MY-
3bIKO3HAHKME IONOJIHWIOCh TOHATUSAMHU «HE-
oTpefiesIEHHAsY, «OTKpBITas», «MOOWIIbHASN,
«HEOTTPaHUYEHHAs», «MHOXKECTBEHHAsD), «Ba-
puatuBHas» (opmbl npousBeneHus. B ore-
YECTBEHHOM M 3apyOeHOM MY3bIKOBEICHUN
MOCJIEIHUX JIeCATHIIETHI BbIpabOTaNach yCTOM-
YUBasi UCCIEI0BATEIbCKAs TPAAULIMS UX HU3yde-
HUS, METO/Ibl aHaJM3a ajleaTOPUUYECKUX (OPM.
Ha pybexe XX—XXI croneruit TeopeTndeckue
po0JIeMbl, CBSI3aHHbIE C NPUMEHEHHUEM ajea-
TOPUKHA B KOMITO3UTOPCKOM ITPAKTHKE BTOPOMU
nonoBuHbl XX Beka uszyyann M. C. Bricou-
kas u [. B. I'puropsena [1], T. C. Kiopersia [2],
M. B. Ilepesepsera [3-5], B. C. Llenona [7].
OTMeTuM TakXke, YTO B OTEYECTBEHHOM MY3bl-
KOBEJICHUU CJIOKHWJIACh YCTOWYMBAsT TUIIOJIOTHUS
anearopudyeckux (opM, 00O3HAYMBIIMXCS B
KOMITO3UTOPCKOM TPAaKTUKE BTOPOM IIOJIOBH-
gl XX Beka: €€ cOCTaBIISIIOIINE — MOOHILHAS,

! [TyOnukaiys moAroToOBICHa B paMKax noaepxannoro PIH® wayuroro mpoekra Nel13-04-00378.
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BapuabenbHas U MOAyJbHas (QOpPMbI — pa3iu-
YaroTcs MO CTENEHH CTaOMIBHOCTU CTPYKTYPBHI,
ONpeNeNEHHOCTH AUCIIO3UIINN MaTepraa.

[IpumeHeHne KOMIIO3UTOpAMHU MPHUHIIMIIA
MHAETEepPMUHU3MA, BOIUIOUIEHHOIO B ajearo-
pudeckux (opmax, ObLIO CBS3aHO C IMOUCKOM
yIOOHBIX I HOBOM Xopeorpaduu CTpyK-
TypHbIX pemieHud. B konme 1950-x romos
M. KaHHUHTeM B TBOPYECKOM COTPYAHUYECTBE C
JIx. Keiimxem pazpaborai xopeorpaduaeckyro
aJieaTopuKy, 00yCIOBHUBIIYIO MOOMIBHYIO (Op-
MYy TaHIIEBaJbHOW MOCTAHOBKH. TaHIIOBIIMKA
U KOMIIO3UTOpa OOBEAMHMIIA HJES «CIIydai-
HOCTH» Kak criocoba co3/1aHus XyHI0)KECTBEH-
Horo 1enoro. CnydaitHocteio M. KanHunrem
I0JIb30BAJICSl HA BCEX YPOBHSAX CO3/1aHUS TaH-
11a, ONpPEJEIsisl €10 U JIEKCUKY, U KOMIIO3UIHUIO,
1 B3aMMOOTHOILIEHUS C IPYTUMHU COABTOPaMH —
KOMITO3UTOPOM, XyHAOKHUKOM.

Crnenyer OTMETUTb, YTO HOBAaTOPCKUI S3bIK
NBIDKCHUH oTiinyall noctanosku M. Kannunre-
Ma pasHbIX NepuojoB. Ha npotskeHuu moutu
IIATHIECSITWIETHEW TBOPUYECKOM KU3HU XOPEO-
rpad MpUMEHsUT METOJT CITyYalHbIX JEHCTBUN U
MPOLEAYPY «BBIKMJIBIBAHUS XpeOus» Hapsaay
CO BCEBO3MOKHBIMU IUTAHAMHU, YEPTEKAMHU, Ta-
OnmuiaMu 711 0T00pa M COSAMHEHUS JIEMEHTOB
TaHa. Bc€ 310 cnocobcTBOBaIO CO3/1aHUIO HO-
BbIX, IOPOH MPOTHUBOpPEYAILIUX 3aKOHAM I'pPaBU-
TaIiH, IBMKEHUH N UX COCTUHESHWH, TTOMOTaJIO
YUTH OT MpeciIoBYyTOM «CHKETHOCTH», U30a-
BUTHCA OT Ipejacka3dyeMbIX pemieHuil. CMbIci
TaHIa BEJIMKUI HOBATOP BHUJIET B SKCIIEPUMEH-
TUPOBAHUU C BOSMOXKHOCTSIMU JIBUKEHUS YE€JI0-
BEYECKOI'0 TeJIa BO BPEMEHU U MPOCTPAHCTRBE.

Merton ciyyailHbIX AEHCTBUM pacrpocTpa-
HSAJICS B 1I€JIOM Ha CO3/laHHW€ KOMIIO3ULIUH, ITIe
AKTUBHYIO CO3UJATENIbHYIO0 (PYHKIIUIO BBIIOJI-
HSUTW UCMOJHUTENU. TaHIopam mpeaarajiach
BO3MOXKHOCThH CBOOOJIHOTO BBIOOpA DJIEMEHTOB
JBVW)KEHUH ITpHU co3iaHuu naprtuu. Hanpumep,
Kannunrem pacckasbiBajl, YTO B CIIEKTaKJIe
«Secondhand» («Btopeie pykw», 1970) Ha
My3bIKy Kelmka OH «IIpemiokun KaxaoMmy
TAHLIOBIIUKY LIEIYI0 FTaMMYy pa3jIMYHBIX MEJl-
KUX JIBUKECHUW KUCTEW pyK M MPOCHII UCIOJI-
HATH UX B J0OOM mopsjke, 1100 Ha MpoTsH-
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KEHUU BCero 15-TM MUHYTHOTO TaHIa, JHOO
BpeMs oT BpeMeHu. Kaxablii Mor BbIOpaTh U3
MPEIIOKEHHON TaMMBbI TO, 4TO XOTel. “S cka-
3aJl UM, YTO OHHM MOTYT JieJaTh, KaK XOTST, HO
JKeJIaTeJIbHO, YTOOBl KaXk/blii BeYep OHHU Jie-
Jamyd OHO M TO *e”» (uMT. mo: [6, c. 173]).
B mnponecce paborer Hax Ttanuem «The
Garland» («['mpnsiama») xopeorpad moaro-
TOBUJI pa3pO3HEHHbIE TaHLEBAJIbHbIE (Ppasbl,
COCTOAIIIME W3 HEKOTOPOro KOJIMYECTBA JBU-
KEHUM (0T OJTHOTO J0 MIECTUIECATH YETHIPEX).
CornacHo 3aMbICily clieHa Oblila pasjesieHa Ha
HIeCThJECAT 4eTblpe kBaapara. C MoMOIIbIO
METOJIa CIy4YalHbIX AEWCTBHI aBTOpP OIpe.e-
JIS71 TIOCIIEIOBATENIbHOCTD IBUKEHUN U MECTO-
MIOJIOKEHUSI TAaHLIOPOB Ha cueHe. KaHHUHreM
ynoao0s1 TaHel BoJie, a KOMIIO3UIUIO — Te-
Ky4deil, MEHSIOIIENCs, MOABUXHOW, HecTa-
OWJIBHOW CTHXMM, CO3/aBasi MHOIOMEPHYIO,
MOJIMJIMHENHYI0, THOKYI0 U MOOWIBHYIO KOM-
MO3ULIMI0 XOPEOrPaPUUECKOr0 CIIEKTAKIIS.

NuaerepMuHU3M M CIIy4alHOCTh CHOCO0-
CTBOBAJIM OTKPBITUIO B TAHIE HEU3BEIAHHBIX
MyTeld K OCBOOOXKICHHUIO OT aKaJeMHUYECKHUX
KJIMIIIE, BBISBICHUIO HOBBIX Xopeorpaduue-
CKHX BO3MOXHOCTEW, I103BOJIMIU OOHOBUTH
xopeorpauiecKyo JEKCUKY MyTEM CO3JaHus
HEOOBIYHBIX JBMKCHUHN, HEBUIAHHBIX PaHEE UX
komOunanwmii. [To muenuto Kannunrema, ciy-
Yyail 1oMOrajl BOUTH B MHUD, CTOSAIIMHU 3a IIpe-
JieJlaMid BOOOpa)XEHUsI: MEHSJIOCH OIyIlEHUE
[IPOCTPAHCTBA U BPEMEHU JIEUCTBUS, paCLIUPS-
JIUCh TPAHUILIBI CLIEHBI, (hOpMa TaHIIA CTAHOBU-
J1aCh MOOMJIbHOM.

C navana 1960-x rogoB u 70 HACTOSILErO
BPEMEHH BOJIHA YBJICUEHUS UHAECTEPMUHU3MOM
YU METOJOM CIIyYaWHBIX JEWCTBHUM 3aXJIECTHY-
Ja aMEepUKaHCKUX XopeorpaoB — TMpeicTa-
BUTEJEN TaHIa MocTMoAepH. Ero kimroueBble
¢urypsl U. Paitnep, C. Ilskcton, T. bpayH,
JI. Haiinac, P. Omepcon, D. Cammepc u MHOTHE
JpyTHe B pa3HOE BpeMs BHEAPSIN 0003HAUYEH-
HBIE TIPUHIIAIIBI B CBOU PAOOTHI.

TBopueckue wuckanusi xopeorpados coe-
JTUHUINCH C HOBBIMH MY3BIKQJIHHBIMHA BESTHUS-
mu. B counnenmsax Jx. Kelimxa u 1. Tronopa,
3. bpayna, K. Bynda, I Mammer s Tanie-
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BaJIbHBIX NEPHOMAHCOB CIOKUINCH HOBBIE 3a-
KOHBI (HOPMOOOpPaA30BAHUSI.

B TBOpUEcTBE KOMIO3UTOPOB SIPKOE BOILIO-
IICHUE MOJIyYWIA OTKPBIThIE, MOIYJIbHbBIE (POp-
Mbl. OHU HE UMEJIU SIBHO OUEPUYCHHON UCXOTHOM
CTPYKTYPBI U JIOIyCKaJId BOBMOXXHOCTb IPUBHE-
ceHnst OecKOHEYHOro umcia xkomomnamuin. O0-
11ass KOHCTPYKLUS Tpe/icTaBalia B pa300paHHOM
BUJIE U COCTOSJIa U3 PAa3pPO3HEHHBIX, HE CBSI3aH-
HBIX MEX]Ty COO0H 371eMeHTOB. My3bIKanbHas, a
HEpEZIKO U Xopeorpaduueckasi KOMIO3UIUS Bbl-
CTpPauBAJIUCh B IIPOLIECCE UCIIONHEHUS U HE (PUK-
CHUPOBAJIUCh B HOTHOM WMJIM UHOM TEKCTE.

MoxHO yTBep»KAaTh, YTO BbIILIEHA3BaHHBIE
MPUHITUIIBI TIOCTPOSHUS MY3BIKAJIbBHOW KOMIIO-
3ULIMY HAMETUJIUCh U BIIEPBbIE BOILIOTUIINCH B
xopeorpauyeckux MOCTaHOBKaX. Y MCTOKOB
(dopMOTBOpUYECTBA HAXOAWIHCHh MY3bIKaJIb-
Hble counHenus [. Kayasmia, HanmucaHHbie 1S
TAHIEBAJIBHBIX NMOCTaHOBOK M. I'pexem. Kom-
MO3UTOP BIUIOTHYIO NOAOWIEN K HAEE CO3/a-
HUSL «OTKpBITOH (hOpMbI», pa3padarbiBas Tak
Ha3bIBAEMYI0 «THOKYIO» WU «3JIACTUYHYIO»
My3bIKy. E€ crienmduka Obu1a omnpeneneHa pe-
HIEHUEM IPUKIAIHBIX 3a71a4. Kak ormMeuan cam
aBTOp, «JIFOOOM, KTO padoTan B TaHIEBAILHOM
CTY[IMU 3HAET, YTO TaHLIEBaJbHAs MMOCTAaHOBKA
MIOCTOSTHHO TIOABEPraeTcsi N3BMEHEHUsIM (0T pe-
METUIIMU K PETIETUIINH B HEH MOTYT JOOABIISATh-
Csl WJIM COKpAIAThCsl T€ WK UHbIE (hparMeHThl,
YTO B HEKOTOPOM pojie co3AaET 3PpPeKT uMIpo-
BU3ALIMOHHOCTU)» |8, ¢. 229].

Jlnst pemienust sto mpoOiemsr Kayamn nmpen-
JIOKUJI KCTIONB30BATh MOAYJIbHYIO KOMIIO3HIIUIO,
B KOTOPOI MOYKHO PEryIupOBaTh IPOIOJIKUTEb-
HOCTb 3By4YaHUs YacTeil (Moayseil) 1 MEHATh UX
nociueoBaresbHoCcTh. KomMmno3uTop cuurasi, 4yto
B €r0 BpeMsI METOJl CO3/1aHus AIACTUYHOU (Pop-
Mbl HaXOAWJICSI B 3a4aTOYHOM COCTOSIHUH, HO
UMeJl IOTEHIIMU K Pa3BUTHUIO B Pa3IMYHBIX 00-
JacTsax My3bIKasbHOTO HcKyccTBa. Co cioB Ka-
yaJu1a IpUBEAEM OIMCAHUE MpoLecca CO3AaHus
anacTUYHOM Komno3uuuu: «B nenom padora no
COCTaBJICHUIO TaKo! (POPMBI MOXKET OBITH 10CTa-
TOYHO MPOCTON — MUHUMAJIbHBIA MOAYJb (BHY-
Tpu (HOpMBI) MOXKET COOTBETCTBOBATH OJIHOMU
xopeorpadudeckor ¢pase, pa3neny U 1o Heoo-
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XOJIMMOCTH MOXKET PACHIUPATHCA. .. MOIylu MO-
I'yT ObITh UCIIOJIHEHBI HA YIAPHBIX, (hOPTENHAHO,
OpPKECTPOBBIMU MHCTPYMEHTAMH, WM JIIOOBIMU
X KOMOMHamsaMu. Takum oOpa3oM, OTIEIBHO
B3SITbIE pUTM, (ppa3a, NMpeIoKEeHHs, MOIYIb,
1100 1esI0e MPOU3BEACHUE. .. MOTYT OBITh JJ1a-
ctuyHbIMU. [Ipon3BenieHue B 11e10M, Kak Obl OHO
HU OBLJIO TIPEJCTABJICHO, OyIeT UMETh (PopMy;
HO OHA MOXKET JIETKO aJalTUPOBATHCS K U3MEHE-
HUSIM HEOOXOAMMBIM ISl TBOPUECTBA XOPEOrpa-
da» [Tam xe].

Wnes xoHcTpyupoBaHusi THOKOH (OpMBI
HACTOJIBKO YBJIEKJIa KOMIIO3UTOPA, YTO B JaJlb-
HEHIIIeM OH CTaJl IPUMEHATh €€ B UHCTPYMEH-
TQJIbHOM MYy3bIKE, HE CBS3aHHOM C TaHLEM.
[TocnenoBarenbHOCTh NATH 4yacTel B «Mosaic
Quartet» (String Quartet No. 3) («Mo3auunblit
kBapTeT», 1935) npousBosbHa, BaXKHO, YTOOBI
BCE OHU NPO3BYyUYadau OnHOKpaTHO. HezaBucu-
MOCTb YacTel noJu€pKrBaIach UX OpUrHHAIIb-
HOM (akTypoil, apTUKYIALUEH, TapMOHUEH,
PUTMOMEIOANYECKUMH (PUTypaMu, COOTHOLIE-
HueM mnaptuil. «Simultaneous Mosaics» («On-
HOBPEMEHHbIE Mo3aukn», 1963) Bxitouaer 26
MOJLyJIei, KOTOpbIE MOTYT UCHOJHATHCS B CIIy-
YalHOM IMOPSKE.

Haubonee mnocnenoBareabHO KOHLEHLUIO
MOJIyJIbHOH, OTKPBITOM (DOPMBI C MOABUKHON
CTPYKTYpPOil M CBOOOJIHBIM MOPSIKOM HCIIOJI-
HEHUsl MaTepuaia BomioTua J. bpayH B cBoux
MHCTPYMEHTAJIbHBIX [POU3BEICHUAX HaJalsa
1960-x ronoB «Avaible Forms I» («loctynHbie
¢dopmel I») s 18-t unctpymenTos (1961) u
«Avaible Forms II» («octynnsie popmsr 11»)
JUISL IByX HE3aBUCUMBIX OPKECTPOB, COCTOSIINX
n3 98-mu ucnonuureneit (1964). O6e maprtu-
TYpBl COiepKaT MOOWIIbHBIE AJIEMEHTHI U MpU
Ka)KJIOM HCIIOJIHEHUH OOpETaroT HOBBIE OYep-
tanus. OT BEIOOpA UCTIOTHUTEIIS 3/1€Ch 3aBUCST
MIOCJIEIOBATENIBHOCTh MY3bIKaJIbHBIX (PparMeH-
TOB (00O3HaYeHHbIE U(PaMU OHU MOTYT IIPO-
M3BOJIBHO KOMOMHHUPOBATHCS, MPU HEOOXOAU-
MOCTH IOBTOPSATHCS JINOO MPOITYCKAThCS).

OnHako BrepBble UJEM MOOUIIBHOCTH U MO-
OylnbHOCTU ObulM ompoOoBaHbl J. bpayHoM B
My3bIKaJIbHO-XOpeorpadguueckux mnepphoman-
cax 1950-x, ocHOBaHHBIX Ha CIOHTAHHOCTH
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WCTOJHUTENIbCKUX — pemieHuid.  Kommosuiuu
«Music for “Trio for Five Dancers’» («My3biku
K “Tpuo ansg nsatu ucnoiaHutenein”», 1953) u
«1953» orpaHuYeHBI JIMIIIb BPEMEHEM MPOJI0JI-
KUTEJIbHOCTH TaHla. B mponecce ucnonuenus,
KoTOpoe, 1Mo cioBaM bpayHa, sBisercs «co-
BMECTHBIM IPUKIIIOYEHUEM», [POU3BEICHUS
KaK/IbIM pa3 o0peTaroT HOBYIO opmy.

Obmas kommnosuuus «My3biku k “Tpuo
JUTSL TISITH MCTIOJTHUTEIICH » bpayHa comepkut
PAI pa3pO3HEHHBIX KOMIIO3ULIMOHHBIX 3JIEMEH-
TOB, HCIIOJIHEHHWE KOTOPBIX 3aBUCUT OT CIy-
yaifHocTu. B ocHoBe mepdomaHca JeXKUT Kak
Obl yABOEHHBIM METON Cly4yailHbIX JEeWCTBUU.
Xopeorpad K. bpayn BeicTpousia TaHIeBalb-
HYI0 HapTUTYpPy MO NPUHIIUITY, BOIUIOIIEHHOMY
JIx. Keitpxkem B cepun nepdomancoB «Music
for Piano» («My3bika st poprenmanoy), rae
OTIPE/ICTSAIONUMHU 3JIEMEHTAMU CTalu Jedek-
Thl HOTHOTO JIUCTA. B My3bIKaJIbHOM MapTUTYpE
«My3bikn K Tpro”» HUCIONB3YIOTCS JBa THUIA
Pa3IMYHbIX, HAIIOMUHAIOIIUX HOTHI, CUMBOJIA.
[lepBoMy, MPOAOIKUTENBHOMY IO JUIUTEIBHO-
CTH, COOTBETCTBYIOT YETHBIE TPYIIIbI TaHIIE-
BaJIbHBIX JIBUKEHHI, BTOPOMY, O0jiee KpaTKOMY
— HeuétHele. [IponsBenenne MOHOPOHUYHO (32
UCKJIIOYEHUEM KBa3U-TIOJIN(OHUUYECKUX dJie-
MEHTOB, BO3HHMKAIOIIMX B MOMEHT HAJIOKEHUS
JIOJITUX 3BYKOB Ha KOPOTKHE), U HAIIOMHHAET
rpadpuueckue npecbl M. denamana, TOIBKO
OTrpaHUYEHHBIE 110 BPEMEHU U JHUILEHHBIE JU-
HaMUYECKUX KOHTPACTOB.

MonynbHble CTPYKTYpbl COCTaBUJIM OC-
HOBY KOMIIO3ULIMU JJI1 MarHUTO(QOHHOM JIEH-
ol «Field Dances» («Tanmer B mome», 1963)
JIx. Keiimxa, «Story» («Ucropusin) T. Nuus-
Haru st Merce Cunningham Dance Company.
CrpykTypbl neppoMaHCOB BapbUpPOBaach OT
OJTHOTO BBICTYIUIEHHUs K Apyromy. Kaxasiii pa3
TaHIOpbl HE3aBUCUMO BbIOMpasin Xopeorpadu-
YeCKHe, MY3bIKaHThl — 3allCAHHbIE 3BYKOBBIC
nocnenosarenbHocTU. [Ipobnembl HOBOHM Op-
raHu3aluyl COYMHEHHS] HaXOIWINCh B pyclie
o011eil Xy/n0keCTBEHHOM TeHIEHIIUU, OXBAaTUB-
1Ieil pa3Hble BUJABI UCKYCCTBA U XapaKTEpPHU3Y-
IOLLEHCSl BUJICHUEM MPOU3BEICHUSI MCKYCCTBa
Kak Ipolecca B IPOTUBOBEC €r0 TPaAULIMOHHO-
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My MIOHUMaHUIO Kak oObekTa. Benen 3a 3Hame-
HUTBIMU SKCIEPUMEHTATOpaMH K MOIYIbHOMN
¢dbopMme B My3bIKaJIbHO-XOpeorpahuyeckux mo-
cranoBkax ooparunucek T. Kocyru, I1. 3ammo,
JIx. PoBeH n qpyrue KOMIIO3UTOPBI.

He menee ynoOHBIMU IS TaHIIEBAJIBHBIX
[IOCTAaHOBOK OKAa3aJIUCh MOOWJIbHBIE KOMIIO3U-
LMY, Pa3jIMyaeMble IO KOJUYECTBY, CTEIECHU
MOJBUKHOCTU PA3/IeNIOB U IOJpa3yMeBaloIne
U3MEHSEMOCTb HECKOJIBKHUX 3yieMeHTOB. OO0-
I[1€ OYepTaHMsI KOHCTPYKLUUU B HUX OCTaBa-
JIUCh HEU3MEHHBIMHU.

B 1960-1990 roasl MOOMIIBHOCTE SI3bIKA U
(OpMBI CTaIM OCHOBOIIOJIAralOIIMMH KOMITO3U-
LIMOHHBIMU MPUHIUIIAMUA B MY3bIKaJIbHO-XOpE-
orpaduueckux nepomMaHcax U CaMOCTOATEIb-
HBIX MYy3bIKaJIbHbIX KoMIo3uLmsax Jx. Kermxka,
M. ®ennmana, K. Bynda, 3. bpayna. Anentos
AKCIEPUMEHTAJILHOTO HalpaBIeHUs COMMKaIn
XyZ0KECTBEHHbIE IIPUHIUIIBI, CBSI3aHHBIE C MO-
OMJIBHOCTBIO MY3BIKAJIbHOTO MaTepuaia, Moj-
BIKHOCTBIO (DOPMBI B 1I€JIOM WJIM OTAEIBHBIX
yacTell COUMHEHUS U, KaK CIIEJCTBHE, — BO3-
MOKHOCTBHIO MHOTO3HAYHbBIX UCIIOTHUTEIbCKUX
penieHui.

SpkuUM NpUMEPOM BHEIPEHUS MOOUIILHOM
(GopMBbI B TaHIIEBAJIbHBIN nepdoMaHC SBISIOT-
cs naptutypsl JIx. Keitmka «108 and Ones»
(«108 u Ones», 1991) nnsa Tanna «Interscape»
(«BryTtpennuii neizaxx») M. Kannunrema. My-
3bIKAJIbHBIN PsJl TOCTAHOBKHU COCTOUT U3 JIBYX
CaMOCTOSITEIBHBIX ITbeCc — « 108y, HanmcaHHOM
1utst 60onbIIoTO OpKecTpa 3 108 My3bIKaHTOB U
«Ones» a1l BUOJIOHYENU COJI0, KOTOPbIE KOM-
MO3UTOP MPEIOKUI UCIIONHATH BMecTe. [lpu
OJTHOBPEMEHHOM HCIIOJIHEHUU co3/1aércs 3¢-
(dekT 3By4aHUs IOJIHOLIEHHOTO KOHLIEpPTa JUIs
BHOJIOHUENH coio ¢ opkectpoM (Keitmxk Tak-
e CcOo3Jall aJlbTepHAaTUBHbIE BEPCUM KOHIEPTa
COJIO Ul 110, WIM 10 U pakoBuH). O6a my-
3bIKAJIbHBIX COYMHEHMs], TaK K€ KaK U XOpeo-
rpaduyeckuil psij, coieprar JHILb yKa3aHUs
X BPEMEHHOM MNPOJOHKUTEILHOCTH — TOU-
HOE BpeMsl Hayaja U OKOHYAHUsS 3ByYaHUS OT-
JIeNIbHBIX HOT U pa3zaenoB. [IpuHuunm 3ToT ObLI
IIMPOKO HCIIOJIb30BaH KOMIIO3UTOPOM B MO3J-
HuX paborax. B maptutypax takke npenomnpe-
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JIeJIEHbI 00111251 IOCIEA0BAaTENIbHOCTh 3IH30/10B
U OTYACTH UX 3BYKOBO€ HamosiHeHue. [Ipunim-
My CJIYYalHOCTH MOJYMHEHBI B3aUMOJECHCTBUE
COJIUCTa U OPKECTPa, My3bIKU U ClieHOrpaduu,
BHYTpPEHHEE HamnojHeHue pasnenoB. Ha ycmo-
TPEHHE HCIIOJHUTENIEH OCTaBJIEH U BHIOOP MH-
CTPYMEHTOB y/IapHOW I'PYMIIbI.

Cnenyer OTMETHTb, YTO OOJIBLIYIO YacTh
paboT Ass TaHUA COCTABIISIIM MY3bIKAJIbHBIE
KOMITO3UITUU C MOOWJIbHOM (HOpMOI, HE HMMe-
foume pUKCUpOBaHHONW HOTHOM 3amucu. Tako-
BbIMH sBisitoTes «Rainforesty («Tponuueckuit
necy») J. Trogopa, «In Memoriam Nikola Tesla»
(«I[Tamatu Huxoner Tecnei») I1. Onusepoc,
«Indeterminacy stories» («Heompenenénnbie
CIOXKETBI»), «Variations V» («Bapuammu V),
«Place» («Mecto»), «Channels/Inserts» («Ka-
Hajel/BeraBkn») u «Five Stone Wind» («Betep
nATi KamHei»,1988) Keitmka n MHoTHE NpYy-
rUe NapTUTYphl, CO3AaHHbIE /Ui ep(hOMaHCOB
Kanuunrema.

Crnenyromas pa3HOBUIHOCTH (opmMooOpa-
30BaHus — GopMa, pokaaromiascs B mpouecce
UCIIOJIHEHMSI, — TaKKe 3apOoAIach B KOMIIO-
sunusix s Cunningham Dance Company, u
3aTeM cTajla BeAyllel B TaHIEBAIbHbBIX MepPo-
MaHcax koHma 1990-x — magama 2000-x. Tak,
B cepun neppomancoB Kannunrema—Keiin-
*ka «Variations VI — VII» («Bapuamuun VI —
VII») Obutn 3a10KE€HBI OCHOBBI HOBOU (op-
MBI UCTIOJTHEHUA — kuBOTO mepdomanca (Live
Performance) u HampaBieHus >XKUBOM diek-
TpoHHOU My3biku (Live Electronics).

XKusoit nepdomaHc mnpeamnonaraeT coyu-
HEHUE U MCIIOJIHEHUE MY3bIKaJIbHO-XOPEeorpa-
¢uyeckoil KOMIO3UIMHK B PEXKHUME PEarbHOIo
BpeMEHH, 0e3 NpeaBapUTEIbHOW 3alUCU MYy-
3bIKaJIbHBIX (parmeHToB. Komnosutop co3gaér
COYMHEHHE BO BPEMs BBICTYIUICHHUS, KOTJa HC-
XOJIHbIE€ 3JIEKTPOHHBIE TEMOPBI U 3BYKU MY3bI-
KaJIbHBIX UHCTPYMEHTOB IIOJIBEPraroTCs Npeod-
pa3zoBaHUAM U TpaHCPOpPMALMSIM C MOMOILBIO
pPa3IUYHBIX YCTPOMCTB (ycwiuTeneu, ¢uib-
TPOB, KOJIbIIEBBIX MOAYJIATOPOB, CEKBEHCOPOB).
Jnst ynpapnenus oOpabOTKOM W TeHepaluen
3ByKa B JXUBOM Iep(oMaHCe HCHOIb3yeTCs
IPUHLIUAI UHTEPAKTUBHOIO B3aUMOJICHCTBUSI.
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TenneHuust co3naHusi >KUBbIX nepdoMaH-
COB OKa3ajach HACTOJbKO >KU3HECHOCOOHOM,
YTO MPOCYLIECTBOBaja B NocTaHOBKax KaH-
HUHTeMa BIUIOTH 10 1990-X romoB U sABIIETCS
BeJylell B TaHIIE MOCTMOAEPH HACTOSILEro
BpemMeHH. Ha30BEM HekoTOphIe sIpKHE MOCTa-
HoBku. st mepdomanca «Place Mesa» («Me-
cteuko Mecay, 1966) I. MaMMebl 3Byku OaHI0-
HEOHA M3MEHSUIUCH B IPOLIECCE NMOCTAHOBKU C
MIOMOIIbI0 CHUCTEMBI AJIEKTPOHHBIX 3BYKOBBIX
monyistopoB. B «Rainforesty («Tpomnuue-
ckuii ec», 1968) JI. Tromopa McCmoib30Baics
aHcaMOJIb YHHMKAJIbHBIX 3JIEKTPOaKyCTUYECKUX
MHCTPYMEHTOB, pa3pabOTaHHBIX CaMUM KOM-
nozuropoM. [Ipu cozpannu «TV ReRun» («TB
[Tepesamyck», 1972) MaMMbl TaHIIOPBI HOCUITH
akcelepoMeTpuuecKkue (M3MepsIoNIe ycKope-
HUE) PEMHU, UHTEIPUPOBAHHBIE C CUCTEMOM
paauoTeneMeTpun (yCTpoHcTBa paauonepesna-
Yy JJAaHHBIX C J1aT4YMKOB). My3bIka poxkaasiach
B pe3yJbTare M3MEHEHUS! CKOPOCTH JBMKEHUS
TaHI[OPOB.

I1. 3ammo, Oyayuu 1Ka30BbIM TPOMOOHHM-
CTOM-BUPTYO30M, J0JT0€ BpeMsl MPaKTUKOBAJI-
Csl B HampaBJeHUH QpU JKa3, sIIPOM KOTOPOro
sBIIsieTCs cBOOOIHAS UMIpoBU3auus. Mneu st
OH BOILJIOTWJI BO MHOTUX MPOU3BEACHUSIX, B TOM
YHUCIIe U B 3HAMEHUTHIX coBMeECTHBIX ¢ T. bpa-
YH My3bIKaJIbHO-X0peorpapuieckux mnepgo-
maHcax. Ero komnosunuu mig tanna «Lateral
Pass: Sci Fi» («boxoBas nepenava: Cai-Daii»),
«Lateral Pass: Song VI» («bokoBast mepenaya:
[Tecns VI»), «Lateral Pass: Song IV» («boxo-
Bas nepenaya: [lecus IV») ocHoBanbl Ha Bapu-
aTUBHOCTH U MMIIPOBU3aUMOHHOCTH. [Ipoms-
BEJICHUsI IPEICTaBISAIOT co00M aHcaMmOleByrO
UMITIpoBU3alMi0 0e3 HaMEKa Ha MpaBuia U UH-
CTPYKLHUH, CIy4aeH U BBIOOP HMHCTPYMEHTOB.
CBsI3yIOIIUM 3BE€HOM 3/1€Ch SIBIISIFOTCSI CXOXKHUE
3JIEMEHTHI MY3bIKaJIbHOTO MaTepHasa, KOTopbie
0a3upyIOTCs BOKPYT ONPEAEIEHHBIX KOMIIO3U-
TOPOM OCHOBHBIX 3ByKOB. MOOMIBHOCTb TEKCTA
B €ro My3bIKe JA€T MCIOJHUTENI0 3HAYUTEIIb-
HYIO JIOJII0 CBOOO/IBI, MIPEIOCTABIISIET EMY BO3-
MOKHOCTh CO3/1aBaTh B Ipouecce neppomanca
HEMOBTOPUMBII 3ByKOBOUM M CTPYKTYpHBIH 00-
UK npousBeneHus. HeompenenéHHocTs ouep-
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TaHUHM 11eJ0ro, JU00 €ro OTAENIbHBIX 4YacTel
CIOCOOCTBYET IOUCKY HOBBIX CPEJICTB.

Tunuunele npumepsl (opmMooOpa3oBaHUs,
OCHOBaHHOTO Ha HMMIIPOBHU3ALIMH, MOXHO 00-
Hapy>KuTb M B TaHLEBAJIbHBIX IepdoMaHcax
Palindrome Dance Company, rie KoMno3uuuu
poxnatoTcst B npouecce ucnonHenus. [epgo-
MmaHc «Seine holhe Form» («E€ mycras dopmay)
SIBIIIETCSL COBMECTHOM pabotoii P. Bekcrnepa,
®. Baiica, E. [{paiiep (TaH1eBaIbHasT KOMIAHU
«Palindrome») u Jx. b. Posena (Llentp 3xc-
NIEPUMEHTAIILHOM My3bIkM M MHTEepMenus npu
Yuusepcurere CeBepHoro Texaca). 3Byk u 1BU-
YKEHUE TIPOEKTa ObUIM 3alyMaHbl B UHTEPAKTHB-
HOM pexxrMe: POBeH KOHTPOIMPOBaI My3bIKallb-
HBIN psijl U obecrieunBall padoTy MHTEPAKTUBHON
cucreMsl, Bekcnep u L[Baiiep ctaBwiu tanel. B
IIpOLIECCE HMCIIOMHEHUs MeppoMaHca Ha XOpeo-
rpaduio OKasblBajia BIMSHUE JKUBasi FeHepaLus
3ByKa, a IBM)KEHUS, B CBOIO O4€pe/Ib, 00Pa30BbI-
BaJIMCh B pE3yNbTare MoJIly4aeMON My3bIKH.

[ToBcemecTHOE UCHOIB30BaHUE LUPPOBHIX
MHTEPAKTUBHBIX TEXHOJOTUN B TAHIE TOCTMO-
JIEpH OBLIO CBSI3aHO C MOSBJICHUEM JIOCTYITHBIX
CEHCOPHBIX TEXHOJIOTUH U MPOrpaMM, Ipe-
HA3HAYEHHBIX JJI OTCJEKMBAaHUS JBM)KEHUS
(Eycon, EyesWeb, BigEye). IlpoGnema co3-
JaHUsI UMIIPOBU3ALMOHHON (OPMBI, POXKJIAI0-
ieiicst B mpoLecce UCIOIIHEHUS, CBA3aHa C BO-
MIpOocCaMM B3aWMOJICHCTBUS 3BYKa M JBM)KEHUS
B peanbHOM BpeMeHH. biiarogapst oco6oii cBsi3-
HOCTH 3ByKa M >K€CTa BO3HUKAET OILYIIECHUE
LIEJIOCTHOCTH CIIEKTaKJIs, HECMOTPSl Ha Kaxy-
LIYIOCSI XaOTUYHOCTh COCTABJIEHUS 3BYKOBOI'O
psna.

Opgaum u3 HamOoliee TPOCTHIX W YaCTO
UCIIONIb3YEMbIX B MHTEPAKTHBHBIX CHUCTEMax
METOJIOB SIBJISIETCS KOHTPOJIMPYEMBIN 3aIycK
3ByKa. B kauecTBe npumepa MOXXKHO NMPUBECTU
U3MEpEHHbIE MpU TOMOIIU aKCEIepOMETpa
yAapornoAoOHbIe KECThl TaHLopa, Omarogaps
KOTOPBIM 3aIlyCKaloTCs 3BY4YaHUs Pa3IMYHBIX
MHCTPYMEHTOB. ITHTEHCUBHOCTD KeCTa MOXKET
BJIMSTH Ha CHJIy U BBICOTY 3ByKa, BHIOOp TE€M-
Opa, oOmuii TuHaMuYecKuil iad. TaHop Mo-
KET KOHTPOJIUPOBATH TEMI U PUTM 3BYKOBOI'O
conpoBoxieHus. [IpuMenenue 3Toro mpuHIIK-
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na B uuppoBoM nephomaHce CBSI3aHO € MOcCIIe-
JIOBAaTEJIbHBIM BOCIIPOM3BEICHUEM INIpEBapU-
TEJIbHO 3allMCaHHBIX 3BYKOBBIX coObITHH. Ha
CTaJuu TOATOTOBKH Xopeorpad COBMECTHO C
KOMITO3UTOPOM OTOMpAeT MpeABAPUTENILHO 3a-
[MCaHHbIE 3BYKU. 3aTeéM TOTOBBIA Marepual
KOMITUJIMPYETCS U UCIIOJIHAETCSA MPU MOMOIIU
ONpPENEIEHHBIX JIBW)KCHHM, 3aKPEIUIEHHBIX 3a
TEMU WJIA UHBIMH 3BYKOBBIMU COOBITUSIMH.

HenpepsIBHBI KOHTPOJIb HaJX 3BYKOBBIMHU
COOBITUAMHU B MeppoMaHCe SBISIETCS €ecTe-
CTBEHHBIM MPOJIOJKEHHUEM KOHTPOJIS HaJl JKe-
cramu. l3MeHeHHe mapaMeTpoB JBUKECHUM,
HanpuUMep, yrjia HakjIOHA, CKOPOCTH M MHTEH-
CUBHOCTH, MOXET OBITh COIIOCTABJIIEHO CO 3BY-
KOBbIMU TpaHc@opmanusimMu. OO03HaYeHHbIE
MPUHLMIBI Oa3UPYIOTCS Ha TEXHUKE TpaHy-
JSPHOTO CHUHTE3a, HIMPOKO MCIIOJIb3YyeMOU B
MY3bIKaJIbHO-TAHIIEBAJIbHBIX CUCTeMax. [ paHy-
JSPHBIA CUHTE3 NpPEIojaraeT CerMeHTalUIo
3allMCAaHHOrO 3ByKa Ha HEOOJbIINE 3BYKOBbIE
«rpanyns. VX nocneayroiee BOCIIpoOn3Bee-
HUE CO3Ja€T ompenenéHHble (QaKTypHbIE IUIa-
CTBl, B KOTOPBIX OPUTHMHAJIbHBIE 3BYKOBbIE Xa-
PaKTEpPUCTUKU MOTYT OBbITh JTUOO COXpPaHEHBI,
00 pagruKaIbHO N3MEHEHBI.

bornee cinoxHbIE OTHOIIEHUS MEXTY )KECTOM
1 3BYKOBBIM OTKJIMKOM CBSI3aHbI C BBIPAOOTKOM
0Cc000if MOJIeNH CLIEHUYECKOro moBejaeHus. B
YaCTHOCTH, CJIOXKHBIE BBIUMCICHUS MOTYT CHU-
MYJIMpOBaTh 3BYKH pa3JIMYHBIX MaTepHalioB
(Boabl, KaMHel, aOCTpakTHBIX TeKcTyp). TaH-
LOpBI, yAEpKHUBasi MPEeIMET CO BCTPOCHHBIM
JaTYUKOM YIVIa HaKJIOHa, MOTYT KOHTPOJIUPO-
BaTh MapaMeTphbl I'PaHYISIPHOTO CHUHTE3a, CO3-
JlaBasi pa3InyHbIe 3ByKOBbIE () (PEKTHI.

B uHTEpakTUBHBIX cHCTEMaX MOTYT OBITh
3aJIeCTBOBAHbI JIIOObIE H3MEpeHHs (pusmno-
JIOTUYECKUX IapamMeTpoB: (U3HOIOTUYECKUE
nporieccel (paboTa MBI, OUeHHUE Cepala, Abl-
XaHHE, MO3rOBasi aKTUBHOCTh) MOYKHO IE€PEBO-
IUTH B QOPMY AJIEKTPUUECKUX CUTHAJIOB U MPU
MOMOIIA TEXHOJIOTUH OHOJIOTHYECKON 00par-
HOM CBSI3U T€HEPUPOBATH B 3BYKHU.

BpemeHHOW NMpUHLMIT TakKe MOXKET OBbITh
MIOJIOKEH B OCHOBY B3aWMOJICHCTBUS 3ByKa U
JBUKEHUS, YTO O0YCIIOBIEHO BPEMEHHBIMU CO-
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OBITUSIMU U UX CUHXPOHHU3ALMEN C 3aKpeII€H-
HBIMM MEXaHU3MaMHU COIVIACOBAHUS ay/luo- U
Bujeopsiia. Kak mpaBwilo, NaHHBIA IPUHIUI
ONMpaeTcss Ha MporpaMMHOe oOecredyeHue,
[peIHa3HAUEHHOE JUIS aHalli3a BPEMEHHBIX
JTAaHHBIX, TO €CTb, MOCJIEOBATEIBHOCTU COOBI-
THUI B Ipoliecce ucronHenus. Hanpumep, KoH-
CTPYKTHBHBIE 3JIEMEHTHI XOpeorpaduyecKoit
KOMITO3ULIMU — (hpa3bl, IEPEXOIbI OT OAHUX I10-
CJIEIOBATEIbHOCTEN K JPYTUM BIMSIOT Ha IO-
CTPOEHUE 3BYKOBBIX COOBITHH.

Takum o0Opa3omM, B TaHIle IOCTMOJEPH CJIO-
KWINCH crelM(PUUECKUe METO/IbI CO3IaHUsI/1C-
MOJTHEHUS MY3bIKaJIbHOW KOMIIO3HMILIUU U MIPHUH-
munsl - (popmooOpazoBanus. Baxkuelmue wu3
HUX, TBOPUECKHMH MPHUHLMII WHAETEPMUHU3MA
Y METOJ CIy4YalHBIX JEUCTBHUM CTaIu OCHOBOMN
JUIs  My3bIKaJbHO-XOpeorpapuieckux mnepgo-

MaHCOB W IIPOW3BENCHUNA YUCTOW HMHCTPYMEH-
TaJIbHOM MY3BIKM BTOPOW ITOJIOBUHBI XX BEKa.
C ToYKM 3peHUs] CTPYKTYPHOU XapaKTEPUCTUKU
MYy3bIKaJIbHbIE APTUTYPbI TAHLIEBAIbHBIX MEP-
(homaHCOB OTIMYAIOTCS CBOOOMOM (popmooOpa-
30BaHus. [lji1 KOMIIO3UTOPOB, pabOTaBUIMX B
TaHIIE TIOCTMO/IEPH, BO3SMOKHOCTh IPUMEHEHUS
ajnieaTopHbIX GOpM C UX Oe3rpaHUYHBIM MOTEH-
L[MaJIOM K MeTaMop(}o3aM B X07I€ BOCIIPOU3BEIE-
HUSl COYMHEHUS UMeJa BaXKHel1ee, eBa Jiu He
JIOMUHHPYIOIIIEE 3HAYEHUE B CBSI3U C IIOWCKOM
HOBBIX CTPYKTYPHBIX PELICHU /1151 OpraHu4yHO-
IO COEJAMHEHUsl CO CBOOOJHOM OT akajeMuye-
CKUX KJIMIIIE XOpeorpaguueckoi KOMIO3UIIUEH.
CBoeii maBHOM Xy 0KECTBEHHOM 3a7a4eii KOM-
MO3UTOPBI U XOpeorpadpl CUUTAIH MEPEXO] OT
IIPOU3BEJICHUS UICKYCCTBA KaK 00ObEKTa K IIPOU3-
BEJICHUIO NCKYCCTBA KaK IIPOLIECCY.
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O HeKOTOpbIX NMPUHLIMNAX MY3blKaAbHOTO hbopmMoobpa3oBaHms
B NOCTAHOBKaX TaHLLA MOCTMOAEPH

Crarbst ocssiieHa npoodiaemam GopMooOpa3oBaHusi B My3bIKaJIbHO-XOpeorpapuIecknx NOCTaHOBKaX TaHIA MTOCTMO-
nepH. ABTOp 0003Ha4YaeT nmpuuuHbl oOparieHus kommo3utopos Jx. Keiimka, M. ®ennmana, D. bpayna, K. Bynbda,
a taxxe JI. Monr Sura, JI. Tromopa k anearopuyeckuMm GpopmMaM B My3bIKe ISl TaHIIEBAIbHBIX repdomancoB M. Kan-
Hunrema, C. ®opru, U. Paiinep, T. bpayn, JI. Yaiinnac u apyrux. ABTOp CTaTbhy BBIIIBUraeT U 000CHOBBIBAET IIPEIIIONO-
YKEHHE O TOM, YTO [TPUMEHEHHE KOMIIO3UTOPAMH IIPUHIIMIIA HHJIETEPMHUHN3MA U [TOUCK HOBBIX 3aKOHOB (hopM0o0Opazo-
BaHUS B My3bIKE JUIs TaHIIAa ObUIN CBSI3aHbI CO crieluduKoii xopeorpaduu, TpeOyIoieil HOBbIX CTPYKTYPHBIX PEIICHHH.
B crarbe paccMarpuBaroTcsi 0COOCHHOCTH BOIUIOLICHUS B epOMaHCax ONpeIeIEHHBIX Pa3HOBUIHOCTEH aeaTOpHbBIX
(dbopM: MOOMIBHON — (DOPMBI, TpE/IIIOJIararoniel BKIYEHHE UMIIPOBU3ALMOHHBIX ()PArMEHTOB M, COOTBETCTBEHHO,
BapbHPOBaHUE OOLIET0 BpEMEHH 3ByUaHHMs, HO HEW3MEHHOH 110 IMCIIO3ULIMK MaTepralla; MOIYJIbHOM — ()OpMBI, paccuu-
TaHHOM Ha IIPOU3BOJIbHYIO IIOCIIEA0BATEIbHOCTb YaCTEN U HE3aKPEIUIEHHOH B TEKCTe. Mccienyrores Takke IpUHIUIIBI
(hopMooOpazoBaHKsl, OCHOBAaHHBIE HA UMIIPOBH3ALIUH UCIIOIHUTENS: My3bIKaJIbHAsl KOMITO3UIMS POXKAAETCS B PE3YJib-
Tare KOJUICKTHBHOM MMIIPOBU3AIINY, IPOU3BE/ICHNE HE NMeeT YETKO OOPMIICHHBIX I'PaHUI] U CTPYKTYP, B HEM OTCYT-
CTBYIOT IPHUBBIYHbIC (DYHKIIMOHAJIbHBIE OTHOLICHUS. BMECTO 3aKOHYEHHOrO OITyca My3bIKaIbHO-Xopeorpaduueckoe
COOBITHE CTAHOBUTCS CKOPEE JUISILIMMCS [TPOLIECCOM, JISHCTBIE B HEM OKa3bIBaeTCsl BAXKHEE Pe3yJbTara.
KarodeBble ciioBa: TaHell IOCTMOZEPH, My3bIKaJIbHO-Xopeorpaduieckuii nepomanc, anearopudeckue Gopmbl

Concerning Some Principles of Musical Form-Generation
in Postmodern Dance Productions

The article is devoted to the issues of form-generation in the musical choreographic productions of postmodern dance. The
author designates the reasons of the interest of composers John Cage, Morton Feldman, Earl Brown, Christian Wolff, as
well as La Monte Young and David Tudor to aleatory forms in their music for dance performances of Merce Cunningham,
Simone Forti, Yvonne Reiner, Trisha Brown, Lucinda Childs and others. The author of the article puts forward and
substantiates the hypothesis that the application by composers of the principle of indeterminism and the search for new
laws of form-generation in music for dance were connected with the specificity of choreography, which calls for new
structural solutions. The article examines the peculiarities of manifestation in performances of certain varieties of aleatory
forms, such as: the mobile form, which presumes the incorporation of improvisational fragments and, correspondingly,
variation of the overall duration of sound, but immutable according to the disposition of the musical material, and the
modular form, designed for random succession of sections of the music and not fixed in the musical text. Also studied
are the principles of form-generation based on improvisation of the performer: the musical composition is generated
as the result of collective improvisation, the music does not have precisely structured boundaries or structures, and the
customary functional relationships are absent in it. Instead of becoming a completed opus, the musical choreographic
event rather turns into a lengthy process, the action of which ends up being more important than the result.
Keywords: postmodern dance, musical choreographic performance, aleatory forms
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HALUUNOHAAbHASA TEMATUKA
B KAMEPHO-UHCTPYMEHTAAbBHOM TBOPYECTBE
KOMITO3UTOPOB bYPATNU

MOCJIEJTHUE JECSTUIICTHS] B TBOPUYECTBE  «UYTKOCTHIO K MajJeMIIUM JYLIEBHBIM JIBHKE-

KOMITO3UTOpOB bypsitun Bc€ Oosbliiee  HUAM, TOHYAHIIMM SMOLIMOHAIBHBIM COCTOS-

BHUMaHUE yAENSAeTCS KaMEpHO-MH-  HHUAM, a TAaK)KE BO3MOKHOCTSAM OTPaXeHUs PU-
CTPYMEHTAJIHBIM KaHpaM. DTO OOBSACHSAETCS  JIOCOPCKO-ITMUECKHX KaTeropuil u Bc€ Oosee
PAIOM OOCTOSITENIBCTB, M3 KOTOPBIX IVIaBHBIM  YCHJIMBLIMXCS TEHACHLMHA MHTEIEKTyaln3a-
ABJISIETCSL TO, YTO B IOCTCOBETCKOE JECATUIIE-  IUH U ICUXoyiorusMay [3, c. 5].
tre (¢ 1990-x rr.), HeCMOTps Ha CIIO)KHOCTH 00- Hakonen, kak cmpaBemIMBO OTMEYaeT
IIECTBEHHO-TIONUTHYECKON U skoHOoMuueckor  E. JI. XakumoBa, «BoCcTpeOOBaHHOCTH Kamep-
YKU3HU, IPOUCXOJWIIN U TIO3UTUBHBIE IPOIIECChl  HOM MY3BIKM OOBSACHSETCS M pealusMHU KOH-
(xapaxtepHble ais Bceit Poccun u uist bypstun  11epTHOM NPaKTUKH, BOZMOKHOCTBIO HUCIIOJIHE-
KaK OJHOIO M3 PETrMOHOB cTpaHbl). [Ipexxae  HUS Ha MajbIX CLEHaX, MajbIM KOJIMYECTBOM
BCEr0, UMEETCS B BHUJy MPOLIECC BO3POXKJIEHUS  MCIOJIHUTENEH, YTO UMEET 0OJbIlIoe 3HAYECHUE
HAI[MOHAJILHOW KYJIBTYPbl, CTPOUTENLCTBO Oy/l- B COBPEMEHHBIX 3KOHOMUYECKUX YCIOBMSIX»
JUICKUX JalaHOB W IPaBOCIaBHBIX XpamoB, [4, c. 5]. HemanoBaxHbIM IpencTaBiIseTcss U
BOCCTaHOBJICHME dTHUYECKUX TPaJAULUN, OObl-  BKJIIOUYEHHE KaMEpPHBIX NPOMU3BEACHUN B HH-
4yaeB, IPA3IHUKOB. A CJIEJICTBUEM CTaJIO yCUJIe-  CTPYKTUBHBIM Marepuasl y4eOHbIX KJIacCOB
HUE HAIIMOHAJILHOTO Ha4yaJla B UICKYCCTBE, B TOM  JIETCKMX MY3bIKAJIbHBIX IIKOJI.
YHUCJIE U B MY3BIKE. B noctcoBerckue necstunerus (1991-—

Jnst MonoApix HaAMOHAIBHBIX KoMmmo3u-  2011) xommosutopsl Bypsituum  mpomormkanu
TOPCKUX IIKOJI KaMEpHO-MHCTPyMEHTajlbHas  paboTaTh U HaJ KPYHHBIMU IPOU3BEICHUSIMU
My3blKa Obla CBOEr0 pojAa «TBOpYECKOM ya-  (Ha3oBEéM, Hampumep, «bypsT-MoHronbckue
Ooparopueit», npeaomisisi B IpodeccuoHallb-  JyXOBHbIE MECHONEHMsD Uid Xopa 0e3 compo-
HOM TBOPYECTBE MHTOHALMOHHYIO crieuupuky  BoxaeHus 0. UpabiHeeBa, cuMdoHUYECKYIO
My3bIKaJIbHOTO (osbkiiopa. KamepHas my3bika  mosmy «Tuber» B. YcoBuua, «banetnsie cue-
Oomnee, yemM macimTaOHbIC XKaHPBI (My3bIKallb-  HbI» 10 31nocy «[acapy» JI. CanxueBoit u npy-
HO-CLIEHUYECKHE WIN CUM(OHUYECKHUE), OM3-  THE), HO HAauOOJIBIIUM BHUMAHHEM IMPU ITOM
Ka TPaAULMOHHBIM (opMaM MY3HULHUPOBAaHUSA.  MOJB30BAIUCH KaMepHbIEe aHpbl. OOMIMpPHON
B npospaunoit kamepHoi ¢akType 0COOEHHOE IO KOJIMYECTBY COUYMHEHHH sBIsSETCS 00IacTh
3HaYeHHE NPUOOpETAIOT JeTajau, CHOoCOOHble  (hopTenUaHHOW MUHHATIOPHL, a TAKKE UHCTPY-
penbepHO TOoKa3arh CHEIU(PUUYECKUE HALMO-  MEHTaJIbHBIX Jy3TOB.
HaJIbHbBIE AJIEMEHTBI, IPOUCXOKICHHE KOTOPBIX HanmonaneHelil Konoput, 00pa3HOCTh J10-
CBSI3aHO C MY3bIKaJIbHBIM (DOJILKIIOPOM. CTUTalOTCS LIEJBIM PSAJIOM MY3bIKaJIbHBIX IpPHU-
Kpome Ttoro, poct macrepcTtBa KOMIIO3W- €MOB M pa3JIMYHBbIX UX COeAMHEHUH. Tak, OT-

TOpoB BypsiTum, rncuxosornyeckoil yniyoia€H- — METHM, B IEPBYIO OYepellb, HCIONb30BAHUE B
HOCTH MX MY3bIKM 3aKOHOMEPHO BEIET K Ka-  KayecTBE TeMaTh3Ma MOUIMHHBIX (OJIbKIIOp-
MEpPHBIM KaHpaM, MOCKOJIbKY OHHM, 110 CJIOBaM  HbIX Menonuid. HapoaHas necHsi, cBsizaHHas co
JI. PaaGena, B HanOOJIbIIIEH CTETICHH OTBEYAIOT  CJIOBECHBIM TEKCTOM, HECET B cebe oOpasHoe

55



G/\f\

My3blKkaAbHag KyAbTypa HapoAOB Mupa

2015,3

Hayajo, HampaBlsieT TBOPYECKOE BOOOpaxe-
HUE KOMIIO3UTOpa, a 3aTeM M ciyiarens. Ha-
30BEM BapHAIMOHHBIC UKJIBI HA TEMBI OypsIT-
CKUX HapoAHbIX meceH «ConraxsH CamdHr»
(«IIpoxnagnast Cenenray) st 4aH3bl U Gop-
tennano B. Yconua, «IlI3m3px3H antaHumHb
rancendnTe» («YepBoHHOE 30J0TO, FOBOPUTE
Be») E. Onépckoit, «Ypreixon bapryyxan»
(«upoxuit baprysun») JI. Canxuenoii (00a
COYMHEHHUS JUIsl ATard U (POPTENnaHo).

VKakeM Takke Ha «KOHCTPYHPOBAHHE)
OPUTHHAIIBHOTO TEMaTH3Ma Ha OCHOBE pPHT-
MO-MHTOHAIIMOHHOTO (PoHIa OypsATCKOTO MYy-
3bIKATBHOTO (honpkiopa. B kakmom mpowms-
BEJICHUU OypsSITCKOW MY3BIKH, TIIE aBTOpP HE
oOpamaercss K (OJBKIOPHOMY MEJOCY, OH
CTPEMUTCS K HallMOHAJIbHOM 00pa3HocTu. Yoe-
TUTEIBHOCTh K€ CO3JAaHHOTO TEMaTHYeCKOTO
Marepuaia 3aBUCUT OT CTENCHH IPOHUKHOBE-
HUSL KOMIIO3UTOpa B c(hepy HapoAHOro Menoca,
OT YPOBHSI €T0 MacTepCTBa.

W, BaxkoHel, Ba)XKHSHIIMM KOMIIOHCHTOM
HAIIMOHAJILHOTO CTHJIS SIBJISTIOTCS] XapaKTepHBIC
TeMOpbl HAPOJHBIX UHCTPYMEHTOB. B mocnen-
HUE JIECATHIICTHS HETIPEPHIBHO PAaCTET HHTEPEC
K HAIIMOHAITLHOMY MY3bIKQJIbHOMY HHCTPYMEH-
TapHio, 00pa3yloTCsi COOTBETCTBYIOIIME OpKe-
CTpPBHI M aHCaMOJM, BCE IIUPE PACTIPOCTPaHs-
eTcsl coipHOE My3ulMpoBanue. Kak ciencraue
B KAaMEpPHO-MHCTPYMEHTAJIBHOM TBOpPYECTBE
KOMIIO3UTOPOB bBypsiTHH HaXoauM CTpYHHBIC
CMBIYKOBBIE X)pbl W MOPUHXYPbI, CTPYHHBIC
IIUIIKOBBIE smacu, CTPYHHBIC YIapHbBIE UOYU-
Hbl, TYXOBYIO JuMOY, a TaKKe UX pazHOOOpa3-
HBIE COYETAHUS APYT C IPYTOM H ¢ hopTenmnaHo.
Komno3utops! unryT HOBbIE (TI0 CPaBHEHHIO C
TPaTUIIMOHHBIM HAPOJAHBIM MY3UIIHPOBAHUEM )
TEXHUYECKHE TMPHEMBI, a B HTOTE BO3pacTa-
€T BBIPA3UTEIHLHOCTh MY3BIKAJIBHBIX 00pa30B.
EcTh 1 mpuMepbl HHTEPECHOTO HCIIOB30BAHMUS
JUTS TIepeladyil HAaI[MOHAIBHBIX 3BYYaHUH Kilac-
CHUYECKUX HHCTPYMEHTOB — (hopTennaHno (mmpeca
«CyOypran» B. YcoBuua), 6asina (crouta «lleii-
3axm» A. [Ipubsuiosa), ro6os («O0paiienne K
Maxaxkane» JI. CanxxueBoit).

HanmonaneHast Temarnka B KaMEpHO-HH-
CTPYMEHTAJILHOM TBOPYECTBE KOMITIO3UTOPOB
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Bypsituu paznooOpasna. D10 mpupoma Kpas —
«IIyremectBys o TyHke», «Anran Mynnap-
ra» (ropHas BepiirHa B OKMHCKOM paiioHe By-
psaTum), «Xaparyn» (MectHocTh B boxaHckom
paiione Hpkyrckoii obnactu), «O uéM moroT
capanku» JI. Canmxuesoil, «baiikam» [I. Kop-
KMHOM; 00pa3bl HAPOAHBIX CKA3aHUN, KAPTHUHBI
HapoaHbIX mnpasaHecTB — «Haaman» (Ilpasn-
nuk) II. JlamupanoBa; penurnosneie oOpasbl
— «Opra B cTenHo# ganu» (MOCBSIIEHO XaM-
6o-name [1.-J1. Uturanosy), «Taner mamana
JI. CamxueBoii, «CyOypran» B. YcoBuua, «be-
nblii crapeny A. PycanoBa, «Anxanaii» b. Jlon-
JIOKOBA.

K HarmonanbHOM TEMATHUKE OTHECEM U MPO-
U3BEJICHUS, KOTOPHIM KOMIIO3UTOPBI HE Aalin
[IPOrpaMMHBIX Ha3BaHUM, 0003HAUMB TOJIBKO
UX YKaHPOBYIO (II0 aBTOPCKOMY OIPEIEIICHUIO)
[IPUHAJJIEKHOCTh. DTO COYMHEHHUS Ui Ha-
POIHBIX UHCTPYMEHTOB U (POPTEMHAHO: MHECHI
g nByx van3 C. MamxkureeBa, JUisi MOYMHA
b. lornokosa, a takxke JI. CamkueBoit — s
Xypa, JUIsi MOPUHXYpa U JUMOBI, JUIsl MOYHMHA,
JUI SiTaru, JAJis JJMMOBI, KpOME TOT0, TPHO JJIst
YaH3bI-CONPAHO, YaH3bI-TEHOpPA U YaH3bl-0aca.
Bcerpewaem u HeWrtpaneHble Ha3zBaHusa — «Ha-
neB» Js MopuHxypa u ¢oprenuano C. Man-
xKuUreera, «YsaHrara mnosMmay («Jlupuyeckas
nosmay) g ancamOmnst yan3 FO. Mpnpineena,
«Xarapxan» s sitaru JI. CaHXueBoid.

B usydyenun m0060ro COUMHEHUS] OAHON U3
MIEPBOCTEIEHHBIX 3a/1a4 0CTAETCs 3a/1a4a YCIIbl-
1aTh CaMOOBITHOCTh HAllMOHAJILHOTO KOJIOPHU-
Ta, IOYYBCTBOBaTh OPUTMHAIBHOCTH 00Pa30B U
MY3bIKaJILHOTO s13bIKa. PaccMOTprUM HEKOTOpbIE
[OKa3aTeIbHbIE JJI1 KAMEPHO-UHCTPYMEHTAJIb-
HOT'O TBOPYECTBA KOMIIO3UTOPOB bypsituu mpo-
U3BEJICHUS.

B neece «lllaman» w3 GpoprenuanHo Crou-
11 JI. Canorcuesoti n30paHHbIE KOMIIO3UTOPOM
MY3bIKaJIbHO-BBIPA3UTENbHbBIE CPE/ICTBA CIIELIU-
(UYHBI, TOCKOJIBKY aBTOP CTPEMHUTCS BOCIIPO-
U3BECTH CpPEICTBAMHU (DOPTENUAHO 3BYKOBYIO
arMoc(epy IIaMaHCKOTO «JIeWCTBa» — Kamila-
HUs (B OypsITCKOM sI3bIKE JUIs 0003HAUEHUs 111a-
MaHa UCIOJIb3YETCsI CIIOBO «00», a IaMaHKU —
«yzaram).
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BerynureneHblid paznesl MMUTUPYET yia-
pBl IIaMaHcKoro OyOHa (Xx2¢2): B MpenenbHO
HU3KHM pEerucTp MOMEIIaeTcs CEeKyHA0BOe
co3ByuHe, (opluiaroM K KOTOPOMY CIIYKUT
TO K€ CO3ByuM€ OKTaBoW Bblie. Kommosutop
YKa3bIBAET IIOCTENIEHHOE YCKOPEHUE ABMKEHUS
(poco crescendo), ueMmy cniocoOCTBYEeT U PUT-
MHUYECKOE YMEHbIIIECHUE. YCUJIEHUE TUHAMHKU
HE YKa3aHO aBTOPOM, HO HECOMHEHHO MOApa3-
yMeBaeTcs. Ynapel «OyOHa» MPOIOIIKAIOTCS, a
Ha 3TOM ()OHE B BEPXHEM PErHCTPE BO3HUKAIOT
JJAKOHUYHbIE TIOTIEBKU B 00bEME TPUTOHA, IO-
CTENIEHHO pa3BEpTHIBAIOLINECS B Oojiee 00bEM-
Hble (PparMeHThl B HU3KOM PErucTpe.

JanpHeiniee pa3BUTHE CBA3AHO C IIOCTE-
NEHHBIM HapacTaHUEM JMHAMUKHU, YCIOKHE-
HUEM (QakTypbl (€€ YIJIOTHEHUEM U YCUIIEHUEM
JMCCOHAHTHOCTH cO3BYyuHnil). OpraHHbIi MyHKT
U3 OJJHOTO CO3BYYHMsI MEPEXOAUT B (PUIypUPO-
BaHHBIN THUII, @ KOPOTKHE MMONEBKU Ha ero (hoHe
pa3BUTAIOTCSI B KBAPTOBbIE WJIM CEKYHJIOBBIE.
Menonuyeckue 3JI€MEHThl BEPXHEro roioca,
IIOCTETIEHHO 3axBaTbiBasi Bce 0OoJiee BBICOKUI
perucTp, 4epenyrTcs ¢ yrnapamu «OyOHay.
Bcé 310 BBIpaxkaer HENmpephIBHYIO SHEPTHUIO
kamianus. Ha myTu kK KyJbMUHAIMK CIEAYIOT
HECKOJIBKO TIOCTPOCHHM, YCHJIMBAIOIIUX 3(-
dexT «aecTBUs»: AMU30/ B f~PpUTHIICKOM, I/Ie
PE3KO JUCCOHUPYIOT B3SThIE B OJJHOBPEMEHHO-
CTH HarypaipHas u Qpuruiickas Il ctynenu;
SMU30]l C KBapTOBbIM YABOECHHUEM CEKYHJOBOMU
MOINEBKH; SIU30/l, 3aXBaThIBAIOIIUN BEPXHUU
perucTp mnpu JAUCCOHUPOBAHUHM KBapTO-KBUH-
TOBBIX cO3Byuuil. IlocTeneHHo HapacTaroT u
TEMII, U 3BYYHOCTb. Pe3Ko aKleHTUpOBaHHbIE
KBApTO-KBUHTOBBIE CO3BYYHUSI 00pa3yloT Kpat-
KyI0 KYJIbMHHAIIUIO, KOTOpasi HEOXKHUJIAHHO 00-
pbIBaeTcs Ha cBoel BepmmHe. CBoeoOpa3Hyto
MOCJICTHIOI0 TOYKY «CTaBUT» ymap «OyOHay,
YTO MOXXHO OOpa3HO TPaKTOBaTh KaK BO3Bpa-
IIEHUE B peajbHOCTb. BhIpazurenbHasl mbeca
«laman» JI. CanxueBoii BHECIa COOCTBEHHbIE
MY3bIKaJIbHbIE KPACKU B (OPTEIHAHHYIO MY3bl-
Ky bypsarun.

Couunnennto «bauixan» /. Kopxunou (0060-
3HAYEHHOMY aBTOPOM KaK «KOHLEpTHas (haH-
Ta3us Ad 33-CTpyHHOU ATaru coyioy) Aaércs

57

clenyrolee MOACHEHHE B KOMMEHTapHusix K
COOpHUKY, KyZla OHO BKIHOUeHO: «B Tpéx-
YaCTHOM KOMIO3ULIUU MOJIOZOTO KOMIIO3UTO-
pa [dapen KopkuHOHN mpeanpuHsATa NONBITKA
IepeaTb MHOTOJMKOCTh CJIaBHOTO baiikama»
[5, c. 181]. [deiicTBUTENBHO, TPU YACTH TPO-
U3BEACHUS BOCIPUHUMAIOTCA KaK MY3bIKaJb-
HbI€ KapTUHbBI «Ta&XHOIO MOPS» MPHU Pa3sHBIX
€ro COCTOSIHMSIX — CHOKOMHOM, OypHOM, CHOBA
CHOKOWHOM. [l TOCTHXKEHHUS KapTUHHOCTHU
KOMIIO3UTOPOM OBLIM TNPUMEHEHBl pa3HO-
oOpa3Hble NpUEMBI MY3bIKaJIbHOW H300pa3u-
TEJIbHOCTH.

Berynnenue k nepsoii yactu (Adagio) co-
CTaBJISIIOT apreKUPOBaHHbIE MACCAXKU, OXBa-
THIBAIOIIIME AMAIa30H OoJiee AByX OKTaB — IpHU-
€M TPaJWLHMOHHBIN JUI MOKa3a KOJBIIIYIIEUCs
BOJIHOM cTHXUU. OpUTHHAIBHOCTD MY MpHUaa-
€T TO, YTO apIeIKUO CTPOUTCS Ha 3BYKOPSIE
[IEHTAaTOHUKH, B CBSI3U C YEM OYEBHUHO IPOSB-
nsieTcst OypATCKUN HAIIMOHAIBHBINA MY3bIKaJlb-
HbIN KOJopHUT. [I0BTOpEeHHE HUCXOMANIUX «HH-
TOHALM{ B3/10Xa» (Majble CEKyH/bl) BBOIUT B
IIEPBYI0 4acTb. B €€ OCHOBE — YETBIPEX3BYU-
HBII MOTHB (Ha tremolo), U3 KOTOPOTO BhIpACTa-
0T (Qurypamuu, JONOIHIEMbIE CBOOOIHBIMU
glissando. JlaHHBIN KOMIUIEKC BBIPA3UTEIbHBIX
CPEICTB BHOCUT OUIyUIEHHE OECIOKOWCTBa,
BHayajie 3aTaHHOro, 3aTeM BCE 0oJiee OTKpPhI-
toro. C TOYKU 3peHHsI IPOrPaMMBbl ITO MOXKHO
OOBSICHUTH Kak npuoiamkenue Oypu Ha balika-
ne. Ha xkynpMuHamMu nepsasi 4acTh CJIOBHO 00-
pBIBaeTCs.

Cepenuna (Allegro) ocHoBana Ha paspa-
00TKE KOPOTKOIO MOTHBA, MHTOHAIIMOHHO CBS-
3aHHOIO C MEPBOM YacThiO, HO OOHOBIEHHOIO
PUTMHYECKM U aKTUBHO BapbHPYIOIIETOCs.
3BY4YHOCTb HapacTaer, (uUrypamuu CMEHSIOT-
CSl SHEPTrUYHBIMU «TOJYKAMW» CO3BYYHH, CO-
MIPOBOXIAEMBIX BOJHOOOpa3HbIMU glissando
LIIMPOKOrO JMara3oHa — CKJIAAbIBAeTCS sSpKas
kaptuHa Oypu. Ho HampspkeHue cnanmaer, mo-
CTEIIEHHO BO3BpalaeTcs mnokoi. B penpuse
(Maestoso meno mosso) marepuai nepBou ya-
CTH CYILIECTBEHHO JAMHAMU3UPOBAH, COXpPaHS-
eTcs auiIb Kparkuil MmotuB. [lIupokue 3ur3aro-
oOpasHsble glissando xak Obl PUCYIOT MOPBIBbI
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cBexero Berpa. Ml BHOBB, Tenepp yxke Kak 3a-
kiroueHue (Adagio) BO3BpaiaeTcsi CIOKOMHOE
JBUKEHUE «BOJH» — K «Ta&KHOMY MOPIO» BO3-
Bpamaetcs mokoil. [lo 3ameuanuto nmpodecco-
pa B. B. Kuroga, asrop /I. Kopknna He ToJb-
KO CcO3Jaja BIEUATJISIOLIee IPOU3BEICHUE, HO
U BHECJIa HOBbIE KPacKu B MAJIMUTPy TEXHUUE-
CKHX U BBIPA3UTENbHBIX CPEJCTB UIPhI HA sITare
[Tam xe].

Hanutn orpaskeHue B My3bIKE KOMIIO3UTO-
poB bypsatnn m HaponHsele npasgHuku. Dop-
TenuaHHyto mneecy «Haaoan» («IlpazgHux»)
11. Jlamupanos nocTpouns o ApaMarypruvecko-
My IUIaHy, TPaAULIMOHHOMY JUIS IIbEC, U300pa-
KAIOMMX OypsITCKUE HApOJHBIE COCTSA3AHMUS.
B tpéxuactHoil ¢opme KpailHMM pazaenam,
OJMU3KUM SHEPTUYHOMY TaHILy, KOHTPacTUPY-
€T IUIaBHBIM, NIECEHHBIN 10 CKJIAJy CpPEIHUM.
[Tomo6HBIM 00pa3oM MOCTPOEHBI, HAMPUMED,
«®anTazus» 1 xypa u poprenuano b. Ammnu-
J0Ba, «XaTtapMay JJisl CKPUIKU U GOopTeHHaHO
J1. AromeeBa, «Tanerr yabaHOB» W3 CIOUTHI IS
OpKECTpa HapOIHBIX WHCTPYMEHTOB «3alaii-
kabe Moé» A. IlpubbiioBa, a Takke MHOTHE
JpyTHE.

IlepBass wacte «Haamana» oOTKpbIBaeTcs
BBIICPKAHHBIM ~ JIUCCOHAHTHBIM  CO3BYYHEM,
CMEHSEMBIM KBHHTaMHU. 3BYKH (QUTYPUPO-
BaHHOTO OPraHHOTO ITyHKTa CKJaJbIBAlOTCS B
KBUHTHOHAKKOpJl. CIIOBHO BUXpb BpbIBAaETCS
Tema nepBod yactu (Presto) — Hamopucras,
yCTpeMJIEHHAs. DHEPrUUHbI MY>KCKOM TaHell
n3o0paxaet 00pb0y, KECTKOCTH 0Opa3a yCHIIn-
BA€T HEOXHUJAHHBIM XpPOMATUYECKU CIBHUT B
kangaHce. [lenTaroHnKa, KBApTO-KBUHTOBBIE CO-
3BY4HsI OINPENENSIOT HAMOHAJIBHBIM KOJIOPUT
MIbECHI, IPUJAIOT YePThl OYPATCKOrO HAPOIHOIO
Ipa3AHUKa-coCTsI3aHus. I3 TeMbl BbIUIIEHSIETCS
U BapbUpPYyETCsl HadyaJIbHBIA 000POT — TPUXOP/I,
(akTypa cMEHsAETCA Ha CXOJHYIO C TOKKAaTHOM.
DOHeprus HapacTaeT, (akTypa BHOBb MEHSET-
cs, oOpasyercs JABM)KEHUE IapalieIbHBIMU
KBUHTaMH, KBapTaMH. YCHUIUBAECTCS IUCCO-
HAaHTHOCTb — BCE 3TO BOCIHPHUHUMAETCS Kak
KMHEeMaTorpaduyeckas cMeHa KaJpoB: TaHIIbI
CMEHSIIOTCSl SMU30[aMH CHOPTUBHBIX COCTSI3a-
HUM — 00pBOBI, CKauek, Oera. Jlucconupyromme
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3ByYaHHUs 3aBEpPILAIOT MEPBYIO YaCTh, YXOAs B
TULINHY, KaK OyATO yIajssch.

B TummHe HauMHAeTCs cepeluHA IbEChI
(Andante cantabile), Tne xommo3utop oOpa-
maeTcs K MOTU(POHUYECKOMY H3JI0KEHUIO.
PacneBnas nupuueckass TeMa cBOOOIHO UMU-
TUPYETCSl B HIDKHIOIO OKTaBy, 3aT€M €I OK-
TtaBoi Hike. [1lo xomy pa3BuTus HaOIIOMACT-
Csl pa3pacTaHuE IOJ0COB IMMYTEM JTyOIHpPOBKHU.
HavanpHbiit 060pOT TEMBI €1 HAMOMHHAET
o cebe, HO B HM)KHEM roJIoCe€ BO3HUKAET TPHU-
XOpA U3 NEPBOM YacTU. TPeBOXKHO IBUXKYTCS B
HU3KUN PerucTp napajuieabHble KBUHTHI, IPU
ATOM CTYILIEHHE KPacoK CO3Jal0T XpomaTruue-
CKHE TOHA.

Pernpuza Bo3Bpamaer marepuan nepBou ya-
CTH: COOCTBEHHO T€Ma, BbIUJICHEHHbINH U3 Heé
TPUXOPJ, a TaKke (PakTypHbIE POPMYIIBI — TOK-
KaTHOCTb, MapajuiesibHoe JBHKeHHe. OaHako
MHTOHAIIMU 3aMETHO 000CTpeHbl. Tak, BbIAEIs-
€TCs MOJINTOHAJIbHBIA KOMIUIEKC, YITHHSIOTCS
pAAbl MapajieNbHbIX JAUCCOHAHCOB. MTorom
CTAaHOBUTCS KECTKOE CIIOKEHUE B KYJIbMMHA-
MU — NapaJuleJIbHOE JIBUKEHHE YBEIMYEHHbBI-
MU OKTaBaMU B MOILHOM AMHAMUKE fff, 4TO BOC-
MIPUHUMAETCA Kak OypHas paoCThb OOEAUTENS
COPEBHOBAHUH.

Tema ucropuueckoro mnporuuioro 3abdaiika-
JbSl HallJIa OTPaXEHHE BO MHOTMX COYMHEHH-
X KOMIIO3UTOPOB bypsitnn, Ha30BEM onepy
«ITooparumbl»y [I. AromeeBa u b. Maiizens,
«OMUYECKYI0 TI0OMY» Il  CUMQOHHYECKO-
ro opkectpa b. fImnunoBa, BOKaJdbHBIA LMK
«Capxkasmbl bynamiry» FO. Upnpineesa.

[Ieecy «Vpacwaal» («Buepén!») nis xypa
u goprenuano B. Vcosuu onpenenni Kak «0y-
PATCKYIO (paHTa3UIO» U MOSCHUJI, YTO OTPa3uil
B HEil CBOE MpEeICTaBICHHE O TEPOUKO-Ipa-
MaTHUYECKHX COOBITUSAX AaJIEKOrO MPOILIOTO.
DHepruyHbli, yCTPeMIEHHBIN XapaKkTep My3bl-
KM HEBOJIbHO HAIlOMHHAET MO3TUYECKHUE CTPO-
KM U3BECTHOrO Oypsitckoro nosta b. /lyraposa:
«1 mpencrapiio OTBary MmiaeMeH, COAPOTaBIIyIO
HeOo u cyuly. 1 kocTpel OTHIyMEBIINX BpEMEH
MOJIOCYIOT 3apHullaMu aymry» [1, c. 133].

[Ibeca 3By4uT B OBICTPOM JBMIKEHUHU, C
HEKOTOPBIM 3aMemyieHneM B cepeaune (dop-
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Ma TpéxvacTtHas). Kparkoe BCTyIUIEHHE BBI-
3BIBACT B BOOOPAXCHUU PACKPYUIHBAIOIIYIOCS
HNPYXUHY — SHEpruyHeIM (ff, marcatissimo)
o0opoTaM B MapTHH Xypa OTBEYAIOT KBApPTO-
BbIC CKA4YKH, KOTOPBIC BOCIPHHHMAIOTCS Kak
BBIP@XCHHE BOJICBOTO TpH3bIBa «Yparmaal»
(mpumep Ne 1).

COTIPOBOXK/IAET €T0 CTATUYHBIMU CO3BYUHSIMH,
1 Ha 3TOM (pOoHE BO3HHMKAET TeMa CEPEIUHBI,
OTAAIEHHO HAIOMUHAIOIIAS HAYAJIBHYIO TEMY,
HO 3BYYaIlyI0 MATKO. B 3aKITI0OYUTETIHHOM pa3-
JieIie 3MU30/1a MapTUsl Xypa CTAHOBHUTCS JABYX-
TOJIOCHOM, a MEeHTAaTOHWKAa CMEHSETCsS Meplia-
HUEM HaTypaibHoro g moll u B dur. Buezanno
BTOPTaeTcst HOBBIH 3MHM30/, T/I€ TeMa MPEIbITY-

[Tpumep Ne 1 B. YcoBuu. «Yparmaal»,  1m1ero3By4YuT B pOMaHCHOH QakTypey popremnu-
BCTYIUICHUE  aHO, TOHAIBHOCTH HEOKUJAHHO CMEHSCTCS HA
Allegro 4= 120 Ges dur, Xypy Xe MopydaroTcs (urypaiuu,
fH |
[GE=S=c=ss=S= S===: == *= B KOTOPBIE BILUICTAIOTCA OTAECIIbHEI OTEI
G ====: E===== E=====sc=s OTOpPBIC BIUICTAIOTCS OTIEIBHBIE 000p
. ’,ﬁ' marcatissimo . = g TEeMBI (HpI/IMep NQ 2)
B e et 5 ==
s
e e — [Tpumep Ne 2 B. YcoBuu. «Yparmaa!y,
G k€EE; R Il gacth
= : e 7 0t e Ye—_ 8
5 e vesgeer f' et =
b b pipe b fertf PR £ s . srgt 8
FEE==2 = - Ty ======
AR vyryilvolovel
AR R - _ ° ..
et £ p [t
o
3 e
OcHoBHast Tema (NepBOH W TpeThel ya- (e =t
CTEii) — CTPEMUTENBHBIN B3JIET Xypa B 00BEME . © o % 4§ 4§ o v ggeg g geg
TyOJICIIMMBI — 3a0CTPEHA CO3BYUHSIMH (HOp- = =

TENUaHo, TJIe OKTaBHAsI BEPTUKAIb (e-e uepes
4 OKTaBbl) IEPEXOIUT B (PUTYyPUPOBAHHOE JIHC-
COHAHTHOE ostinato (g-as), a B BEpXHEM T0JIO-
ce GopTenraHo UMHUTHPYET 3aKIIOYUTEIbHBIC
00OpOTHI TEMBI, BHauaje TOYHO, 3aT€M CBO-
60omH0. U XOTSI TEMa CTPOUTCS] HA aHTE€MHUTOH-
HOM meHTatoHuke (g-b-c-d-f), nuccoHaHTHOE
COTIPOBOXK/ICHNWE (OpPTraHHBIA TIYHKT, DPE3KHE
MHOT'03BYYHbIE BEPTHKAJIN) 000CTPSAET MeENo-
JTUYECKYIO JTUHUIO, COXPAHSIONIYIO CBOIO Oec-
MOJTyTOHOBOCTh. BTOpas Tema, mog4€épKkHYTO
JUCCOHUpYIOLas, co3MaéT 00pa3 KEeCTOKHX
Oatanuii. B ABYXrolOCHOM H3JI0KEHUH Xypa
BEPXHUH TOJOC CKJIAIBIBACTCS M3 KPAaTKHX
XpOMaTUYECKUX MOTHBOB, a HWXHHUH TIpen-
CcTaBseT CcOOOM MNemaldbHBIM TOH, CMEHSIO-
IMIACS KaKIble J1Ba TakTa. buTBa 3aBepiieHa,
¥ HACTYIAIOT OIETICHEHHE W PaCTEPSTHHOCTH
(Meno mosso). TpeneoOpa3Hyro Gpurypamuio y
doprenuaHo MoAXBaTbIBaET Xyp, PopTEnuaHo
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bim3urcs kageHuMs, HO KOMIIO3UTOp €€
OTOJIBUTAET, UCIOJIb3YsI SHIAPMOHUYECKYIO 3a-
MeHy (BMecTo Tpe3Byuus Ges dur’a NnosiBisieT-
cs fis moll). ImeHHo Tak 0003HauU€HO Hayaso
peTpu3bl, JAUHAMH3UPOBAHHOE HSHTApMOHHYE-
CKUM TIPUEMOM U TE€M, YTO YYACTHUKH aHCAM-
0151 0OMEHHBAIOTCA MY3bIKaJbHBIM MaTepua-
JIOM — «PaCKpy4YHMBaHUE IMPYNKHUHBD» MOPYUYEHO
(doprenuaHo, Torga Kak dHEPrUYHbIE KBapTO-
BbIe CKauku — Xypy. Cpa3zy xe, 0e3 mepexona
BO3BPAILAETCS] UCXOIHBIN TOHAIBHBIN LIEHTP g,
1 00e TeMbl IEPBOI YacTH 3By4ar 0e3 epeMeH.
Kparkas koga cTpouTcsi Ha CEKBEHLIMPOBAHUU
KpaTKOIo MEeHTaTOHUYECKOro 000poTa.

bypsarckas ¢anrasus «Vpacwaa» B. Yco-
guua TpPU3HAHA HCIIOJHUTEISIMU U TIOJIy4HJIa
MOMYJIIPHOCTD Yy ciyliaresnei Onarogaps opu-
TMHAJIBHOCTH HAllMOHAJILHOTO IO CKJIaAy TeMa-
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TUYECKOTO MarepHajia U MacTepPCTBY H3JI0XKeE-
Hus. [IpousBenenue 4acto 3By4uT B KOHILIEPTAX,
B TOM 4YHCJI€ M B PA3IUYHBbIX MEPETOKECHUSIX,
KaK Halpumep, JJIsl 4aH3bl U POPTENHUaHo.

B ¢doprenunannoit munuatiope «CyOyprany»
B. YcoBuua (13 ero nukina «HoBbie ibechl st
MOMX CTapbIX Jpy3ei») My3bIKaJIbHBIMHU CpEJl-
CTBaMH OTPa’K€HO COCTOSIHHWE, B KOTOpPOE IIO-
rpy’kaeT 4eyoBeK, NpUOIM3UBIIUNCA K CyOyp-
rany — OyAaJuMHCKOM cTyrie, MpeaHa3HauYeHHON
JUISL COBEPILIEHUS OOPSIIOBBIX IEHCTBUM.

Co3znaBasi BO3BBILIEHHBIH 00pa3, KOMIIO-
3UTOp TIIATEIBLHO OTOOpPAJl KOMILIEKC CPEICTB
— MeUICHHBINA TeMnl (Andante), «TEMHYI0» TO-
HaJbHOCTb es moll, IEeHTaTOHUKY OT es (Ipu-
Mep Ne 3). Yrto kacaercs 3ByKOpsiia, TO XOTS 110
XOJly Pa3BUTHUS BKJIIOYAIOTCS TOHBI O-U M 7-H,
HO WJIU MU NapajuieIbHOM JABMXKEHUU (3BYK f),
WJTU KaK BTOPOCTENEHHBIN IeMEHT (3BYK ces),
U, TAKUM 00pa3oM, NEHTAaTOHHBINA KOJIOPUT CO-
XpaHseTCs Ha MPOTSKEHUH BCEH MbECHI.

[Tpumep Ne 3 B. YcoBuu. «CyOypran»
Andante ,' =108
S e e e e T e e T 2
et ¥
r non legato
e = =S EESES .‘.‘.“.‘.}ii{;i:.i

BoipasutenbHa daxkrypa — B HHM3KOM pe-
TUCTPE MpHU JAUHAMHUKE p 3BY4YHUT (non legato)
MEJIOAMSI, BbI3bIBasi B BOOOPAXKEHUU COCPEIO-
TOYEHHBbIN 00pa3 MPOU3HECEHUsT MaHTpPbl. Me-
JIOAMYECKYIO JINHUIO MOAJIEPKUBAIOT HETEPIIO-
BbIE€ CO3ByuHs. B nanpHeieM My3bIKaJIbHbIE
(pa3bl B iepBoit yacTu (IpocToil TpEXyacTHOMN
(OpMBbI) MOBTOPSIIOTCSI C HE3HAUYUTEJIbHBIMU
M3MEHEHUSIMU JIMHAMUKU (p CMeHsieTcs Ha f),
(bakTypbl (MEIOAMS AA€TCS B YIIBOEHUU), PETU-
cTpa (COMPOBOXK/IEHUE MTEPEMEIIAETCS HA OKTa-
BY BBIIIIE).

HeoOGbruna dakrypa cpenHeil yactu mnbe-
Chl, Tl HaOII01aeTCsd KOHTPACTHO-TEMaTHye-
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ckoe Tonu(OHUYECKOEe CIOKEHUE IIIaCTOB.
HwxHuii U3 HUX HAYMHAETCS C PENETULHU
OJIHOTO TOHA, 3aTE€M 3BYYUT PEIETUIHS Ce-
KYHJBI, a JAajee uAET pa3pacTaHue 10 KBUH-
THl U OKTaBbl. B BepxHeMm romoce cBOOOIHO
CEKBEHIIMPYIOTCS KOPOTKHE IOMEBKH, TPHU
ATOM ONIyIIEHHUE TIIACTa BO3HUKAET BCIEMI-
CTBUE DJEMEHTOB CKPBITOTO JBYXTOJOCHS.
JIBm>keHHnE yCKOpsieTCs 3a CUET PUTMUUYECKO-
r0 YMEHBIIICHHS, yCUIIMBACTCS JTUHAMUKA, Ha-
NpsOKEHUWE HapacTaeT K KyJbMUHAIUM, TJE B
BEpXHEM Tojioce Ha (OHE PENEeTULINN BO3HU-
KaeT HOBas Mejoaudeckas JuHus. JlaHHBIN
00pa3 MOXHO TPaKTOBAaTh KaK COBMECTHYIO
MOJINTBY MHOTHX JIIOJIEM, B Mpolecce Mpo-
W3HECEHUs KOTOPOW CKJaJbIBaeTCs oOImas
JKCTaTUYecKas 3By4HOCTh. [laccaxku BOCXO-
JAIIETO JBMKCHUS CPAaBHUMBI C B3TJISIOM,
obpaménnsiM Kk HeOy. [lo moruke oOpsiaa
JOJDKHO HACTYINUTh YCTIOKOEHHE, MOTPYXKe-
HHUE B OE3MOJIBHYIO MOJIUTBY, HO 1O 3aKOHAM
MY3bIKQIBHON JTOTHUKH HACTYIAeT NMHAMUYE-
ckas perpusa. Menoaus B KBUHTO-OKTaBHOM
YTOJIIIEHUN MEHSETCS MECTaMHU C COIPOBO-
KICHUEM. YCHUIMBACTCA IWHAMHKA, TYJIKO
3Byuar Tsk€nble rimybokue Oacel. B 3akiio-
YEHWHU BO3BpAIAETCs CJIOBHO M3JaJIEKa Me-
Joaus niepBout yactu. B. YcoBuu co3nan He-
3aypsAHOE MPOU3BEICHHUE, SIPKOE IO CBOEMY
o0pa3zy, opuruHaipbHOE MO s3bIKy. Ciymas
«CyOypran», jerko mnpeicTtaBuTh cebe ero
MY3bIKY B OPKECTPOBBIX KPaCKax.

PaccmoTrpenue psima kKamMepHO-MHCTPYMEH-
TAJIBHBIX ITPOM3BEACHUN KOMIIO3UTOPOB byps-
TUM TIO3BOJISIET CHIETIaTh HEKOTOPHIC BBIBOIBI:
KOMIIO3UTOPBI MIIYT HOBBIE (hOPMBI BOILIOIIE-
HUS HAllMOHAJIBHOW TEeMaTWKH, OOoramaeTcs
HallMOHAJbHAS AJTUTPA CPEICTB MY3bIKAIbHON
BBIPA3UTEILHOCTH; HAIMOHAIBHYIO JIAJIOBYIO
OCHOBY OYpSTCKOM MY3BIKH — aHTEMUTOHHYIO
MEHTAaTOHUKY — KOMIIO3UTOPBI COEAMHSIOT C
Pa3HOOOpPa3HBIMM TAPMOHUYECKUMHU M TIOJIH-
(hoHMYECKUMH TPUEMAMH; COBEPIICHCTBYETCS
MacCTEpPCTBO KOMITO3UIIHH.
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HaumoHaAbHas TemMaTuka
B KAMEPHO-UHCTPYMEHTaAbHOM TBOpYeCTBe KOMNO3UTOpPoB bypsaTum

—_— o

ABTOp OTMEYACT, YTO B MOCJICIAHUC NCCATUIICTHA KOMIIO3UTOPBI Bypf{TI/II/I Bc€ Ooubllice BHUMAaHUE YACIAIOT Ka-
MEpPHO-MHCTPYMEHTAJIBHBIM JKaHpaM. JTO OOBSICHSIETCSl YCHIICHUEM MpoLiecca BO3POXK/ICHUS HAIIMOHAJIBHOW OypsiT-
CKOM KyJBTYpHI, OMM30CTBIO KaMEPHON MY3BIKH TPaJUIMOHHBIM (hopmam My3unupoBaHusa. CTpeMsch K CO3IaHHUIO
HalMOHAJIBHOI'0 MY3BIKAJIBHOI'O KOJIOPpUTA, aBTOPBI ABMKYTCA Pa3JIMUYHBIMU ITYTAMU: UCIIOJIB3YIOT B KAYECTBE TEMaA-
THU3Ma TNOAJIMHHBIC (QOITBKIOPHBIC MENOIUH; KOHCTPYHUPYIOT OPUTHHAIBHBIN TeMaTH3M Ha OCHOBE MHTOHAIMH OypsT-
cKkoro (osbKIIopa; OnMparoTces Ha TeMOPbI HAPOIHBIX HHCTPYMEHTOB. B cTaTbhe paccMaTpuBalOTCsl KAMEPHO-HHCTPY-
MEHTAJIbHBIC TIPOU3BECHNUA COBPEMEHHBIX KOoMMOo3uTOpoB bypsarum: B. YcoBuua, I1. Jlamupanosa, JI. CamxueBoi,
J1. KopkuHoii. J{yst aHasu3a BEIOpaHbI pa3inyHbIC M0 JKaHpaM pou3BeacHus: ¢hanraszus « Yparmaal» («Brepéa!») st
HAIIMOHAJIFHOTO HHCTPYMEHTa (Xyp) U dopTrenuano, poprenuanHas Muauariopa «CyOypran» («bynauiickas cTyna)
B. YcoBuua; ¢oprenuannsie nbechl «lllamany» JI. CamxueBoii, «Haaman» («IIpazaauk») I1. lamupanoBa; KOHIEpT-
Hast (anrtaszus «baiikam» ans 33-ctpyHHOU staru cono JI. Kopkunoii. 3ydyenne nmpousBeneHni MO3BOJSET aBTOPY
CaciIaTh CICAYIOUINE BBIBO/AbI: KOMIIO3UTOPHBI UIITYT HOBBIC (l)OpMBI BOINUIOIICHUSA HaHHOHaJ’[BHOﬁ TCMATUKU, o6orau1a-
€TCs HallMOHAJIbHas MajaruTpa CpEeACTB My3BIKaHBHOﬁ BBIPAa3sUTCILHOCTH,; HAIlMOHAJIbHAA J1aJloBasi OCHOBA 6yp5[TCKOI>i
MY3BIKHM — aHIT€MHUTOHHAA NMEHTATOHUKA — COCIANHACTCA C paSHOO6paSHBIMI/I TapMOHHUYCCKUMHU U HOJ'II/I(l)OHI/I‘IeCKI/IMI/I
IpUEMAMHU; COBEPLIEHCTBYETCSI MACTEPCTBO KOMIIO3ULIUU.

KirroueBble ciioBa: KOMIO3UTOPH! BypsaTn, KaMepHO-MHCTPYMEHTAIBHBIC )KaHPBbI, ATara, 4aHs3a, Xyp
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The National Subject Matter in the Chamber Instrumental Music
of Composers of Buryatia

The author notes that during the recent decades in the music by composers of Buryatia more and more attention is being
paid to chamber instrumental genres. This can be explained by the effort of the process of revival of the national Buryat
culture, as well as the closeness of chamber music with the traditional folkloristic forms of music making. Aspiring to
the creation of a national musical color, composers traverse along different paths: they use genuine folk melodies for
their thematic material; they construct original themes on the basis of intonations of Buryat folk music; they base their
music on timbres of folk instruments. The article examines the chamber instrumental compositions of contemporary
composers of Buryatia: V. Usovich, P. Damiranov, L. Sanzhiyeva and D. Korkina. Several compositions diverse in
their genres are chosen for analysis: V. Usovich’s fantasy “Uragshaa!” (“Onwards!”) for the national instrument “khur”
and piano and short piano piece “Suburgan” (“Buddhist stupa”); L. Sanzhiyeva’s piano pieces “Shaman”; “Naadan”
(“Festivity”) by P. Damiranov and the concert fantasy “Baikal” for 33-string yataga solo. Study of these compositions
makes it possible for the author to come up with the following conclusions: composers search for new forms of
manifestation of national musical thematicism; the national palette of means of musical expressivity becomes enriched;
the national modal foundation of Buryat music — anhemitonic pentatonicism — is combined by composers with various
diverse harmonic and contrapuntal techniques; hence, the craft of musical composition perfects itself.
Keywords: composers of Buryatia, chamber instrumental genres, yataga, chanza, khur

[pioukoBa-/lan3sin Unecca AnexcanapoBua  Inessa A. Tsybikova-Danzyn

ORCID ID: 0000-0001-8647-4247 ORCID ID: 0000-0001-8647-4247
KaHIUJIaT UCKYCCTBOBEICHMUS, PhD (Arts), Associate Professor

JOTICHT Kadeapbl UCTOPHUH, of the Department of Music History,
TEOpUU MY3bIKH U 0011ero popTenuaHo Music Theory and Secondary Piano
E-mail: ines.ts@mail.ru E-mail: ines.ts@mail.ru

HNHCcTUTYT MY3BIKH Vostochno-Sibirskaya gosudarstvennaya
Bocrouno-Cubupckoit rocy1apcTBeHHON akademiya kul’tury 1 iskusstv

aKaJeMHH KyJIbTYpbl U HCKYCCTB East-Siberian State Academy of Culture
Vnan-Yn» 670031, Poccuiickas denepanus and Arts

Ulan-Ude 670031, Russian Federation

=P

62



RS

MexxAyHapOoAHbIi oTAeA e International Division

22

LIUDMILA P. KAZANTSEVA
Astrakhan State Conservatory

O RGFa C

UDC 78.01

DOI: 10.17674/1997-0854.2015.3.063-072

THE FIGURATIVE AND IMAGINATIVE WORLD
IN THE PICTORIAL ART AND MUSIC OF M. K. CIURLIONIS*

he name of Mikalojus Konstantinas
I Ciurlionis (1875-1911) is primarily
associated with his picturesque visual
canvases, which are unique, impressive and
enigmatic. His music is much less known (in
comparison to his paintings), even though,
according to the fundamental research of
Vytautas Landsbergis “M. K. Ciurlionis’ Oeuv-
res (The Spring Sonata)”!, the master’s musical
legacy consists of 345 musical opuses!

M. K. Ciurlionis’ artistic “countenance” has
been defined by two lines of character having
motivated V. H. Karatygin, the outstanding
musical critic of the beginning of the 20"
century, to title his article “In the memory of
the Artist and Composer M.K. Ciurlionis™2.
And still, do those two lines really coexist
in a harmonious manner in the imaginative
world of Ciurlionis? This question must be
raised, because the balance between the two art
forms is rather ambiguous. For example, there
are frequent declarations of the congeniality
between Ciurlionis> music and visual art
works, which justifies direct parallels between
works pertaining to different various pieces
of art various pieces of art. Such parallels are
most often evoked by the “musical” names
of his pictures: sonata (“Sonata of Starts,”
“Sonata of Sun,” “Sonata of Sea,” “Sonata
of Summer,” “Sonata of Spring,” “Sonata of
Serpent,” “Sonata of Pyramids™), symphony
(“Funeral Symphony”), ballade (“The Black
Sun Ballade™), and prelude.

Among the varied and controversial
viewpoints regarding the significance of various
types of art presented in the works of Ciurlionis,

the musical dominant was the one to excel
during the lifetime of the master. “They seemed
to me to be music fastened to the canvases
with paint and lacquers,” — this is what artist
A. P. Ostroumova-Lebedeva asserted about his
paintings®. The poet, literary critic and founder
of the journal “Apollon” S. K. Makovsky
considered his paintings to be “nothing else but
graphic illustrations for musical compositions”,
thereby, evaluating Ciurlionis’ musical works
higher than his paintings®.

The opposite opinion was expressed in a no
less distinct manner, suggesting that Ciurlionis’ art
work was considerably different from his music
and that Ciurlionis the artist was more significant
than the composer, as was asserted, among other
people, by early 20" century literary critic and
poetry theorist V. F. Chudovsky, who said: “He
is an artist to such an extent that he must be
understood particularly as a painter, after which
the rest of his works would become clear™.

The significant literary figure, symbolist
poet, playwright, literary critic and philosopher
Vyacheslav Ivanov took up the middle position,
advocating synthesis of the arts: “The pictorial
elaboration of elements of visual contemplation,
following a principle derived from music — this
is, in our opinion, what his method comprises.
<...>. The visual impression for him becomes
the equivalent of a musical theme and develops
itself analogously to the development of the
latter. We remain in the world of forms, but they
are unfolded before us as musical sounds™.

Such apparent contradictions of evaluation
are hardly surprising, since the question of
interaction of the arts presented in Ciurlionis’

* This translation into English is by Aziz S. Gyuliev, edited by Dr. Anton Rovner.
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heritage presents a challenging and complex
issue. Without making any pretence of
disclosing the issue, I shall touch only upon
one of its aspects: that of artistic imagery, 1.e.
to what extent are the images generated by the
different forms of art similar or different.

We must start with the question of what kind
of images do they present in themselves, and what
are their characteristic features. In order to find
the answers to these questions, it is worthwhile
to focus on those images which, on the one hand,
are revealing for the master and, on the other
hand, induce to a comparison with each other.
In Ciurlionis’ oeuvres, the themes of the “forest”
and the “sea” are especially indicative.

Forest-images in the works by Ciurlionis

The forest is one of the most penetrating
themes in Ciurlionis’ creative works, which
is understandable enough, since, according to
the folk perceptions he was brought in, all of
Lithuania was essentially a forest.

In 1900-1901 the master composed the
symphonic poem “Miske” [“In the Forest”],
and in 1903 he painted the oil picture “The
Music of the Forest.” Their chronological
proximity presumes a congeniality of images,
but does this really happen in this case? The
music is inelaborate and does not conceal its
song sources of intonation (Example 1), though
developed symphonically in an unhampered
way. One can perceive in it open space and the
gentle fluctuation of air. The composer used
the following words to describe the music to
his friend: “It begins with soft, widely spaced
chords resembling the quiet and broad whisper
of our Lithuanian pine trees™”’.

The lyrical utterance unfolds itself in a calm
and unhurried way. The atmosphere formed in
it reminds both a description of nature and the
emotional effect caused by its contemplation. At
the same time, the general emotionally balanced
state admits some agitation and calming down,
albeit, avoiding drastic transformations of
the overall statistic image. The impression
conveyed to us by the symphonic poem is
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that of emotionally specified musical scenery
permeated by a sense of delicate romantic
lyricism, which the composer admires and
marvels in.

Does one of Ciurlionis’ first paintings
“The Music of Forest” (“The Murmur of the
Forest”, “Forest Music”, 19048) (Painting 1)
correspond to the sound of the aforementioned
music? Its coloration is perceptibly gloomier
than that of its musical prototype, since almost
the entire canvas is intersected by dark concise
vertical lines of “ship-like” pine trees. However,
besides the age-old mighty trees, another image
calls to our attention — that of Light, will and
warmth. It streams from a great distance away,
looking through the trees and cutting through
the stockade formed by them. The dark forest
presents merely one of two images here,
moreover, contrasting ones.

While making an effort to describe the forest,
one observes that it is “not real”. The straight
lines of trees stretching out to the firmament
are too flawless in shape, and their contours,
bereft of branches with pine-needles, are too
schematic in appearance. The images of the
hardly predictable Baltic expanse and scattered
sunshine are, likewise, too generalized. With
a minimal amount of realistic details, the
images acquire significance and metaphoricity.
M. H. Etkind makes the assumption that “the
black vertical lines are not tree trunks at all,
but the strings of a wondrous harp, which are
strummed by the wind™. It is possible that these
are depictions of symbols of the everlasting
entities of the Existence, while the contrasting
images present nothing other than the richness
of Existence. In any case, the landscape was
not drawn “from nature” and is not a realistic
reproduction of life.

The bent tree in the foreground creating a gap
of light in the midst of other trees is especially
expressive and “stereo-metric.” Does this not
present a symbol of decay and withering? One
can hardly fail to notice a striking resemblance,
both visual and conceptual, between the
painting and the third pastel from the cycle
“Funeral Symphony”: the same bare stems
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disappearing upwards in the skies, along with a
bent large tree, the sun shining from afar; only
in the latter picture there is a funeral procession
walking in a mournful mood (Painting 2). The
death images of and destruction of powerful,
native and original elements making way for
renewal hovered in the air at the beginning of
the 20™ century, especially on the threshold of
the revolution. They were also present in the
consciousness of Ciurlionis, who in many of
his paintings, including “The Music of Forest,”
was also trying to break away from the chains
of the departing past and look into the bright
expanses of his native Lithuania and Mankind.

As we can see, the imaginative world of
the painting is completely different and, one
can say, more complicated: as opposed to the
musical composition, which is monolithic in
its imagery; two figures live there, moreover,
contrasting ones, and their natures are distinct —
symbolic and giving rise to the mutual reflection
of various semantic meanings. For this reason,
it does not suffice for us to concur prematurely
with Etkind and assert that “the painting is either
an illustration to this (the musical symphonic. —
L. K.) poem, or an artistic parallel to it.”

Ciurlionis is the creator of another eminent
work of art—a pastel drawing titled “The Forest”
(Painting 3). The pine trees with lengthy tree
trunks depicted on it are even more conventional
with their contours vanishing in the hazy mist.
Appearing ghostlike, they remind to a greater
degree of kings adorned with crowns walking
ceremoniously (this favourite theme of the
artist also comes back in “The Journey of the
King’s Son” and “The Journey of the King’s
Daughter”). The symbolically depicted forest
becomes a source for fairytale and mythological
associations.

The comparison of paintings with ‘‘forest-
related” subject matter has proven that the
living milieu and environment depicted in the
master s creative works, so dear to the heart
of Ciurlionis and the Lithuanian people, is
perceived in different ways: the music delivers
a direct impression, coloured with vivid human
emotion, while painting is associated with
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the visualization of images of another type —
symbolic, fairytale, fantastic and mythological.

Images of the Sea
in the Works by Ciurlionis

Let us analyse the way M.K. Ciurlionis
managed to disclose another subject, which he
was no less fond of — that of the sea.

The painter devoted much of his time and
artistic endeavour to the sea. As a result of this
he created his paintings “Sonata of the Sea”,
“The Seacoast”, “The Sea at Night”, “Ships”,
“The Cliff Over the Sea”, “Yachts,” as well
as a few sketches called “The Sea.” The sea
constantly merges together in his pictures with
other subject matter, as well. The musician also
eternalized the sea in his musical symphonic
poem “Jura” [“The Sea”], his three-movement
piano cycle with the same name and the prelude
for piano, “By the Sea”.

The symphonic poem “Jura” [“The
Sea”] (1903-1907) is a large-scale musical
composition for orchestra and organ lasting over
30 minutes in duration. Nevertheless, it is not
possible to discover in it a number of images,
which is typical for a large-scale opus. The
entire symphonic poem presents an explication
of the sea. Herein is presented the element of
water, manifesting itself as unending, powerful,
eternally existent and capable of changing
constantly its mood, involves some elements of
illustration (the figurations in the high-pitched
registers of the wind instruments recreate the
effervescence of the sea foam). The composer
managed to mould a rather realistic and integral
image of powerful, omnipotent force. Once
again, just as in the case of the musical image
of forest, notwithstanding the mobile character
of the depicted phenomenon of nature, the
image depicted is static; it does not undergo
any thorough development or transformation.
Veneration and admiration for the titan strength
— therein lies the musical hypostatis of the sea
characteristic for Ciurlionis.

Three emotional states of the sea succeed
each other in the three-movement cycle of piano
pieces, “The Sea,” opus 28 (1908). In this music
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the sea is not as powerful or entrancing as in the
symphonic poem. It is “chamber-like”, lyrical
and deeply felt by the human being (Example
2). The prelude for piano “By the Sea,” likewise,
resembles pictorial sketches of landscapes.
However, the principle of depicting the sea by
means of the piano in many respects remains the
same as that in the symphonic poem.

So how did Ciurlionis the artist perceive
the sea? His famous “Sonata of the Sea”
(“Sea Sonata,” 1908) can tell us about his
apprehension.

At first sight, the triptych of paintings seems
to be absolutely musical, and the pictures
themselves were endowed with typically
musical titles: Allegro, Andante, Finale. In
reality, one deals with the three stages of
unfolding of an artistic concept, quite remote
from the idea conceived for and implemented
in the musical composition.

Ciurlionis does not draw plein-airs, and
his sea is remote from possessing realistically
depicted landscapes. The image he has created
is complex and polyphonic'®, since it is possible
to find “concealed voices” in it, standing
for the association of the main image with
accompanying ones (for example, the shadow
of the seagull in “Allegro” (Painting 4): this is
an ordinary sea bird, a common attribute of a sea
landscape, but this also presents a personifica-
tion of an idea — particularly as a seagull. It is
particularly the “seagull as a splendid idea” is
how the artist interpreted this sea bird. Finally,
the seagull for him is an autobiographic creatu-
re (the depiction of a bird spreading its wings
was used by him as a graphic element for the
first letter of his signature. Ciurlionis called his
beloved wife Sophia “my white bird”. Allusions
to the emotional depression experienced by
him obtained the poetic comparison to “the
bird of darkness™). This semantic stratification
expands the boundaries of the image, making it
more volumetric, which was not necessary for
the musical “marine work”.

The polyphonic qualities inherent in
Ciurlionis” work are also revealed by “scale
counterpoint,” displayed in the enigmatic
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underwater world of “Andante,” in which a
sailing ship is resting on somebody’s attentive
soft palm of the hand (Painting 5), the
“counterpoint of temporal situations,” which is
disclosed in the selfsame “Andante” by the light
shining out from the windows of houses of a city
sunk under the sea a long time ago; this is the
phosphorescence of lights of ships swaying on
the horizon or giant candelabrums, appearing as
the shining of two suns simultaneously, “spatial
counterpoint,” which can be observed in the
combination of independent compositions
overlapping one on top of another and
shining through each other, and it provides a
combination of two perspectives in which the
sea 1s represented in “Allegro”: from a bird’s
eye panorama, disclosing distant hills with
trees growing on them; in the direct immersion
into the seething waves; upon the viewing of
its minutest “quantas,” resembling either water
drops or pearl and amber necklaces, or, perhaps,
bundles of fishing net entwined together (the
preserved pencil sketch of this painting evokes
such an analogy). The sea is depicted as being
overly close, relatively close and overly distant
on the canvas, but the three expositions hulking
up over each other violate the law of perspective.

A musician looking at the paintings would
also notice imitations: the repetition of the idea
expressed in the triptych the spatial and temporal
shift. Thus, in “Allegro” the wave crests multiply
in the contours of the hills, while the bubbling
foam devolves into a chain of drops (“imitation
in augmentation”). In “Finale” the powerful,
distraught wave bulwark virtually recreates in its
appearance the outlines of the boats resurfacing
from out of the sea depths (once again, in
multiple augmentation) (Painting 6), while in
the wave peaks crowning the bulwark one could
recognize the curves of waves consolidated in
the foreground of the ripples.

Since the analysis of the triptych discloses a
series of consistent patterns, it might seem that
the sea depicted in the painting is very musical. In
truth, the graphic techniques applied by the artist
and the arrangement of artistic space resemble
musical techniques in many ways. Nonetheless,
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the result of these techniques is distanced from
the domain of music: the resultant image does
not unfold in time, does not live in a “linear”
fashion, and essentially does not “live” — it is
stock-still and abstractive, acquiring the status
of a sign or symbol. Another meaning-bearing
process manifests itself, as a result of which the
picturesque image of the sea expands and leads
to the point at infinity in terms of its semantics.
Such symbolism is likewise apparent in many
of Ciurlionis’ other paintings.

In this respect, another detail poses itself as
being remarkable. In “Finale” the powerful all-
shattering wave discloses the graphic symbol of
Ciurlionis’ initials — MKC. (Painting 7). Their
location (in the middle of the painting) does not
correspond in the least with a typical attribute
of the visual arts — the artist’s signature,
which is usually placed at a peripheral side of
a canvas. In the painting the force of nature,
ready to descend, resembling a certain raving,
possessed mythological divinity, seems to
identify the victim it has chosen to chastise —
in this connection, there appears yet another
conceptual aspect of the image — namely, the
autobiographical. Thereby, the monogram in
the “Sonata of the Sea” paves the way for the
comprehension of the philosophic problem of
life and death.

From the Artistic Image -
to the Artistic Subject

The aforementioned comparisons provide
sufficient material for further reflection, in
which I shall try to base myself on theoretical
elaborations of music content. The theoretical
ideas of musical content, which are expounded
as an integral concept in a special study'' as
an integral conception, also deal with musical
depiction. For instance, the “subject matter”
for musical images is classified by me as
something aimed at the Human Being, the
World and the specificity of Music as an art. If
we examine Ciurlionis’ artistic imagery of the
musical and artistic works compared by us in
terms of their subject matter, we will discover
that the musical images are localized within the
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paradigms of “the Human Being” and, partly,
“the World,” whereas the images present in his
paintings are contained exclusively within the
aspect of “the World.”

Let us go onwards. The artistic images are
aimed at disclosing a certain artistic theme
(topic). The author’s classification within
the sphere of music has disclosed three types
of topics: purely musical ones, existent
solely in musical compositions (advancing
something specifically musical, for example,
clearly demonstrated means of expression, a
demonstrated musical technique, etc.); the pan-
artistic subject matter applied in different types
of art (“emotion”, “portraiture”, “landscape”,
“artist and society” or “artist and power”);
universal, panhuman themes developed not
only in art, but also in science, religion, ethics,
philosophy (“human beings and fate”, “the fight
of Good and Evil”, “self-affirmation in action”).

If we correlate Ciurlionis” works examined
above with the classification of subject matter, we
discover that Ciurlionis’ musical compositions
are “pan-artistic,” since the imagery connected
with them is typological and traditional for
different types of art. The composer is not
interested in the prospect of either researching
the language of music or in demonstrating his
virtuosic ingenuity — in other words, the purely
“musical” theme is not in the least attractive
for him. Likewise, his musical images, as
it had been proven earlier, are not inclined
towards any kind of generalization. In regards
to his paintings, the situation is quite different:
offering the artist’s personal visions of what is
Life and Death, Good and Evil, Ideals, History,
Culture, the native land etc., his paintings refer
in their subject matter to the pan-human sphere
of religion and philosophy, gravitating towards
the highest level of generalization and equating
art with other forms of human cognition.

One more methodological angle — the
Aristotelian triad of “lyricism-epos-drama”
— helps reflect on Ciurlionis’ legacy. These
categories have been thoroughly elaborated in the
domain of aesthetics, according to which epos is,
as a rule, a narration about real or mythological
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events which happened long ago, taking place
within the chronotope of infinity and eternity,
drama 1s a dynamic unfolding of action based
on cause and effect in a restricted structured
space and the present time, while lyricism is the
perception of the world by the human being and
his response to reality in the space correlated to the
human being and to the time modes of “present”,
“past” and “future”. In examining Ciurlionis’s
oeuvres through the prism of significant aesthetic
categories, one must acknowledge that his music
is the embodiment of lyrics, whereas the images
in his painting are picturesque, significant and
symbolic, which relays them to epos.

The principal difference of image-related
artistic reference points in his music and his
paintings becomes especially evident in the
ambiguous situations of choice. Thus, Sophia
Kymantaité-Ciurlioniené’s literary text for
the choral fughetta “Autumn” (“The Falling
of Yellow Leaf”), besides containing traits of
lyrical landscape (“Autumn. The yellow leaf
flies, flies... brought up by the sun and chased
by the wind”), disposes to a transition into
the realm of philosophizing (“And the earth
accepts all those who have completed their
earthy course... our life is just a moment”).
However, the music does not yield to this kind
of temptation, but preserves its image-bearing
artistic paradigm, retaining the sad feeling
caused by the withering of nature (Example 3).

On the other hand, some of the themes
revealed in the paintings, which assert the
implementation of emotion “Anger I”
and “Anger 1I”, “Grief (I)” and “Grief (II)”
(“Sadness”, “Yearning”) — turn out to be
aimed at expressing something different from
the movements of the soul or the heart. The
subject matter aspiring to lyricism is resolved
by means of symbols, abstractions and an
ambivalent mysterious atmosphere developing
in utterances of epic amplitude.

So, let me sum up.

Starting out from similar titles and com-
paring opuses which unwittingly “having
something in common” with each other, the
conclusion can be drawn that there is hardly
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any direct correspondence present between
paintings and musical compositions. In music
there is the “forest”, the “sea” and “autumn”,
there are preludes, sonatas and fugues, but
these do not correspond in a straightforward
manner with the paintings bearing identical
names. Ciurlionis seems to have felt the
sufficient “musical quality” of his paintings and
the “viewable” illustrative quality, presented in
his music in harmless dosages. Consequently,
he did not indulge in the vain hope of creating
of literally perceivable images of his favourite
subject matter.

So, is the distance between his music
and paintings veritably enormous and
insurmountable? Of course, it is not so.
Our intuitive perceptions of “musical” and
“picturesque” qualities in the related arts are
not groundless, but, nonetheless, we must
remember that the aforementioned categories
are revealed in certain ways.

Indisputably, the interpenetration of music
and pictorial art is evident in many aspects.
Thus, the musicality displayed in paintings is
apparent in the incorporation of some genres
(sonatas, symphonies, fugues and preludes),
compositions (the sonata-symphonic cycle
and fugues), techniques of form-generation
(imitation) and dramaturgy (“polyphonic”
versatility). It is also appropriate to mention
about the picturesque qualities displayed in the
music, bearing in mind the influence of genre
(strict graphic elements of a melodic pattern,
the soft “watercolour effect” of his short
instrumental pieces) and techniques (polished
linearity). Nevertheless, analysis of imagery
and subject matter displayed quite different
results: art is rather autonomous in them. For this
reason, when speaking of the “musical quality
of the paintings” and the “picturesque quality
of the music,” one must be aware of where and
how the aforementioned features are revealed.
Bearing this in mind, we cannot but agree
with Lithuanian poet Eduardas MieZelaitis,
who asserted the following: «... Ciurlionis is
everything: music, colours and poetry. But the
key point of his legacy is the idea”'?.
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Painting 1. The Music of the Forest Painting 2. Funeral Symphony (1ll)

Painting 3. The Forest
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Painting 4. Sonata of the Sea (1) Painting 5. Sonata of the Sea (Il)
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Painting 7. Ciurlonis’ signature

Painting 6. Sonata of the Sea (lll)
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XyA0>keCcTBeHHbI 06pas:
napaaAeAm xusonucu u Mmy3biku M. K. Yiopaénuca

B crarbe npeanprHAT CpaBHUTEIBHBINA aHAIN3 TPYIII )KUBOIMCHBIX H MY3bIKAIBHBIX IIPOM3BeicHNi Mukanoroca KoH-
cranTuHaca YiopiéHnca Ha OTHY TeMy («I1ec», «MOPEe»), CBUICTEIBCTBYIOIIHI O TOM, YTO IPSIMOTO COOTBETCTBHS Kap-
THHBI ¥ My3bIKJIEHOTO IPOU3BEACHHS HE OJTydaeTcs. AHaIN3 MOKa3bIBaeT, 4To YHOpIEHHC TOHKO OIIYyIIaeT J0CTATOY-
HYIO «MY3bIKQIFHOCTBY KapTHH U 0€30MacHYIO UL MY3BIKH «3PUMYIO» WILUTIOCTPAaTHBHOCTB. beccropHo, nymaercs,
B3aHMOITPOHMKHOBEHNE MY3BIKH H JKHBOITHCH B LIEJIOM PSIJIC aCIEKTOB. TaK, My3bIKaJIbHOCTh B KAPTHHAX OTO3HAETCS B
HCIIOIE30BAaHUH HEKOTOPBIX JKAHPOB (COHATBI, CHM(OHUH, (ByTH, IPETIOIHHN ), KOMIIO3HLHH (COHATHO-CHM(OHUYECKO-
ro 1uKIa, ¢hyru), npuéMoB GpopMoodpa3zoBaHus (MMUTAIHS), APAMATYPTUH («IONMA()OHIIESCKAsH MHOTOIUIAHOBOCTB).
[TpaBoMepHO TOBOPUTH U 00 H300pA3UTEILHOCTH B My3bIKE, IMEsI B BHIY BIHSHHE )KaHpa (CYyXOBaTyIO «TPaHIHOCTH
MEJIOIMYECKOTO PHCYHKA, MATKYIO «aKBapebHOCThY WHCTPYMEHTAIBHBIX MHHHATIOP), TEXHUKY (OTTOYCHHYIO JIMHE-
apHOCTB). AHAIHM3 XKe 00Pa3HOCTH ¥ TEMAaTHKH MOKa3all APyroe — B 9TOM OTHOIICHUH HCKYCCTBA JIOBOJIEHO aBTOHOM-
HBI. [IoTOMY, TOBOPSI O «MY3BIKQIILHOCTH KapTHH» U «OKHBOIMCHOCTH MY3BIKH», CIIEIyeT OTIaBaTh ceOe OTYET B TOM,
I7Ie U KaKk MMCHHO IPOSBIISIFOTCS OTH KadecTBa. Ha OCHOBE CONOCTaBICHUsI CTAHOBHUTCS SICHBIM, YTO MHTYHTHBHBIC
YyBCTBOBAHHS «MY3BIKAJIbHOCTH» U (GKHBOIIMCHOCTH» B POJCTBEHHBIX BUJAX MCKYCCTBAa MMEIOT IOJ COOOIO MOYBY,
OJIHAKO TIPSIMBIC AHAJIOTHH HEPABOMEPHBI.
KuroueBble ciioBa: YropnéHuc, My3bIKalbHast )KUBOIIUCH, «JIEC» U «MOpe» B TBopuecTBe YropiéHuca

The Figurative and Imaginative World
in the Pictural Art and Music of M. K. Ciurlionis

The article carries out a comparative analysis of the categories of artistic and musical compositions by Mikalojus
Konstantinas Ciurlionis on one subject (“the forest” and “the sea”), bearing witness to the fact that no direct
correspondence between the respective paintings and musical composition comes out. Analysis shows that Ciurlionis
perceives in a delicate manner the “musicality” of his paintings and the “visible” illustrative qualities present in music
in harmless doses. There is a sense, however, that the mutual penetration of music and painting is indisputable in a
whole set of aspects. Thus, the musical quality present in the paintings is discerned in the artist’s appellation to a
number of musical genres (sonatas, symphonies, fugues and preludes), compositions (the sonata-symphonic cycle,
the fugue), form-generating techniques (imitation) and dramaturgy (“contrapuntal” polyvalence). It is, likewise,
appropriate to speak of depictive qualities in music, having in mind the influence of genre (the dryish “graphical”
quality of the melodic line, the soft “watercolor” quality of the short instrumental pieces) and technique (well-turned
linearity). However, analysis of the imagery and the subject matter showed otherwise — in this regard, the two arts are
absolutely autonomous from each other. For this reason, when speaking of the “musicality of the paintings” or the
“pictorial quality of the music,” one must realize in full, where and how precisely do these qualities reveal themselves.
On the basis of this juxtaposition it becomes clear that the intuitive perception of the “musical” and “pictorial qualities”
in these related arts hold some validity, however direct analogies are essentially invalid.
Keywords: Ciurlionis, musical painting, “the forest” and “the sea” in the music of Ciurlionis
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THE MUSICAL WELTANSCHAUUNG
THROUGH THE PRISM OF RUSSIAN TEXTBOOKS ON MUSIC HISTORY *!

p to the present day the notion of the
l | musical Weltanschauung has not been
sufficiently explored in scholarly
discourse, although it has often been used as a
metaphor or a synonym for the “artistic picture
of the world,” a “musical thesaurus,” the
totality of all creative endeavors of some artist,
art and musical thinking, music history and
musical culture. At a first glance, the musical
Weltanschauung is a projection for the more
general notion, the artistic picture of the world.
The specifics of this projection are related to the
subject matter and features of its functioning
in culture. Undoubtedly, even though each art
projects its own picture of the world, which
depends on the leading modality of this type of
art and the system of technical approaches to
modeling this secondary reality. Additionally,
any type of art exists in a complex relationship
with the historical, cultural, productive and
technical practices, which render direct and
indirect influences on forming and shaping all
these pictures of the world.

As a result, three levels of comprehension
the musical Weltanschauung can be delineated:

1. Philosophic-historical — the picture of
the world in music culture;

2. Artistic-technological — the musical
Weltanschauung as part of the artistic picture of
the world.

3. Practical-educational — the musical
Weltanschauung as the history of musical
culture and as a school subject.

It is the last of these levels, as artificial as
it might seem and as optional to perceive as
it might be, which serves for Russian culture

as a nucleus for understanding all the other
options of the musical Weltanschauung. This
meaningfulness is formed by a number of
objective factors:

— In Russia at the present time all musical
education 1is highly professionalized (with
a unique three-level system of preparing
professional musicians);

— There exists a number of typical
standards for musical education (general school,
complementary education, and specialized
education), including books and brochure-sized
texts on these subjects;

— Eversince the Soviet times, the historical
practice in Russian professional musical
education has stipulated that this subject should
be viewed — along with philosophy — as the
main tool for forming “the right worldview” for
students, future music lovers and professional
musicians;

— The centralized position of Russian
literature in Russian culture has made literature
the most outstanding (in every sense) compared
with all the other types of cultural endeavors,
determining the trajectory of their development.
Moreover, many musical genres are synthetic
(for in particular, all vocal and theater music, as
well as instrumental programs).

Since 2000 there has been a rapid increase
observed of the quantity of publications on
music history. This may be associated with the
drastically changing society, which encourages
(and often dictates) freedom of expression on
any topics, and offers many different models of
education, with significant economic and social
stimuli to encourage professional success?.

* Translation by Dr. Vladimir Orlov, edited by Dr. Anton Rovner.
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The Musical Weltanschauung
as a Subject of Music History

In modern Russian educational practice
the discipline of music history, depending
on the level of education, is subdivided into
music literature (in elementary and secondary
professional education) and music history (on
the higher school level), although a large number
of names and works are discussed on both
levels. Nevertheless, de jure they are directed
towards different specializations in humanities,
and, consequently, carry different educational
objectives. For example, music literature is
more related to philology, and therefore music
is used as a linguistic system, the elements of
which must be studied to develop analytical,
detailed thinking. Music history is a part of the
history curriculum, which deals with historical,
geographic and contextual processes, grouping
the material along the space -time axis, and
forming a general, abstract type of thinking with
use of elements of modeling and reconstruction.

In modern practice there exists the tendency
of changing the name of the subject of “Music
Literature” at the elementary level simply to
“Music” with added adjectives — Russian,
from outside of Russia, national, European,
modern. This change of the name of the course,
primarily, helps the learner to concentrate more
intensively on the subject, taking away all the
additional associations for the students. On
the other hand, there is a hidden attempt being
constantly made to relate the subject of “music
literature” with the subject of “music” in
general education, in the context of the general
target audience (school children in grades 1-7),
and the status of complementary education (in
children’s music schools (CMS).

As a result, the contemporary model of
this subject presents itself as follows: at the
center there lies the general curricular field of
“music” introduced to children in children’s
music schools, followed by music literature in
secondary professional education with a certain
amount of music analysis and verbal skills,
and then concluded by presenting general
processes of musical culture at the college
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level. In other words, the pupils progress from
an emotionally integral overview, via detailed
structural analysis to generalized classifications
and theoretical models of processes.

However, this is a purely theoretical mod-
el; in the reality of education, the content of all
educational literature (and, consequently, the
subject itself) depends to a large degree on the
individualities of the authors of the curricular
textbooks. In addition, the subject of music his-
tory itself is quite specific, being endowed with
Subjectivity, along with a large variety
of sources which are mostly indirect (or rather
had been such such, before the advent of sound
recording, or, more precisely — video recording);
Listening aberration, which depends on
the historical context and the listener belonging
to a certain subculture, including peculiar
individual characteristic features;

Lack of a common opinion on what
music is (Is it something that sounds? Is it the
listener’s receptivity? Is it some notated musical
text?) and the criteria, which differentiate it
from non-music;

An equal status for the three participants
in the musical process — the listener, the
performer and the composer — each of whom
may have a very different, often opposing, type
of musical Weltanschauung;

A co-existence in each musical
composition of imminent music laws with
certain projections of the respective historical
and cultural epoch, and sometimes elements of
the composer’s psychogram.

Moreover, the principal verbal character of
the subject of music history creates for it a solid
reputation of a translator from one language
— music and the emotions caused by it, — into
a different one — intellectual, verbal and non
poetic. Usually, when discussing this process of
“translation”, attention is drawn to the negative
aspects: the inadequacy of style, the directness
of content, the inability to understand the
essence, and its excessiveness for receiving
emotional pleasure.

Nevertheless, music history is the only
fundamental subject in any curriculum that
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is directed toward cultural reflection on
musical phenomena and processes. This
subject elucidates and helps build the virtual
framework of the paradigm-related musical
Weltanschauung, which comes to life and
reveals its detailed components in the disciplines
of musical performance.

Modern Russian musical education is
currently in the process of transfer-search-
transformation, when the paradigm-related
musical Weltanschauung has not yet been
established; it is replaced with a panorama
of the individual paradigm-related musical
Weltanschauungs of various authors of musical
textbooks. But there is a general trend of moving
from the traditional “old” paradigm-related
musical Weltanschauung of the Soviet era —
through the transformation of an “alien” Western
paradigm-related  musical ~ Weltanschauung
— to the emerging paradigm-related musical
Weltanschauung of the 21 century.

The Soviet Musical Weltanschauung
and its Current Transformations

The traditional musical Weltanschauung
was formed in the 1920s under the ideological
patronage of Anatoly Lunacharsky and the
leadership of Boris Asafyev. As a paradigmatic
event it was documented in college and school
textbooks since the 1940s, and in children’s
music schools — since the late 1960s. Its major
characteristic features are as follows:
A uniform approach to all individuals
mentioned in music history books via uniform
requirements and textbooks (there was only
one textbook on this subject for each level of
education);
Unchanged views on music and
historical processes during the course of several
decades, which was demonstrated by the fact
that the same texts were published over and
over until the first changes were introduced in
the 1980s;
Moral and ethical appraisal of various
events in music history throughout the textbooks
as a justification for praising or criticizing a
certain individual;
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Ignorance of lifespan psychology and
disregard of the potential target audience: a
high school textbook used the same vocabulary
and syntax as a college-level textbook with its
obvious slant toward scholarly discourse.

Use of a large number of cliches and
banalities with incorporation of elements of
political rhetoric;

A clearly ideological message in the
interpretation of musical and historical events
and processes, biographical facts and even
musical compositions; as a result of which there
arises the obvious slant towards mythology in
music history;

A Strict selection and ranking of names
and events in the history of musical culture;
Positioning of the text as a monographic
work (the authors are presented impartial scho-
lars, no examining questions or didacticelements
may be present), the focus is entirely on the
information;

This paradigm-related musical
Weltanschauung is based on a certain ideal
derived from natural science, which is
manifested in the sameness of cause-effect
relationships with the one and only correct
interpretation, with a simplified approach to
complex and contradictory issues in the musical
culture of the past;

A lack of an interdisciplinary approach,
a fear of comparisons, Eurocentism, strong
passeism (directedness solely towards examples
from 19th cenury music).

This musical Weltanschauung, paradoxical
as this may sound, turned out to be quite stable
in contemporary educational practice. These
textbooks are still being printed and used
widely among teachers, pupils and students,
thus still promoting the old Soviet-time musical
Weltanschauung for those who were born after
the collapse of the Soviet Union. There are two
reasons for this:

1. Objective (economic): The number
of copies of these textbooks was so great that
these books have been available in any library
(even in villages and schools), and accessible to
a large number of students;?
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2. Subjective (psychological): Almost all
the teachers (especially those teaching in the
secondary and higher education programs) were
taught with these books; for them the “Soviet”
musical Weltanschauung had become “a scale
into the subconscious” (to use a metaphor by
Alfred Schnittke).

Over the past six years the traditional
musical Weltanschauung has been transformed
along two main trajectories: extensive and
intensive. The former is based on space-time-
related approaches (historical and geographical
issues), “new in old” (the deformation of the
previously very static pantheon of composers),
and “old in new” (an increased interest in
church music). The latter is based on a system
of viewpoints: psychological and didactic
(issue-oriented description of content)?, an
appeal to the perception of a certain age group
and educational status, or socio-cultural issues
(mass musical culture is perceived as a worthy
topic for discussion in a music history course).

The most impressive element here is an ex-
panded historical scale of all studied epochs, es-
pecially of Russian musical culture. For instance,
pupils at children’s music schools now cover an
eight-hundred-year period of music before the
Glinka and Pushkin era — starting with the times
of Kievan Rus. College-level music students, on
the contrary, study Russian music from the mid-
20" century up to the end of the 1990s.

No less impressive is the expansion of
geography of the subject — across the European
continent and worldwide. One textbook, written
for music theorists at the Conservatory level,
stands out from the rest. For the first time in
Russian educational practice it covers a rage of
counties of the Americas: the US, Argentina,
Brazil, Cuba, Mexico, and discusses the present-
day trends in the music of Asia and North Africa.

Overall, the current musical Weltanschauung
in Russian education today is acquiring its basic
contours, focusing on comprehensiveness (theory
and practice), tolerance (a broad representation
of musical cultures outside of Europe, as well
as the art of various ethnic and socio-cultural
groups), decentralization and homogeneity
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(when the history of musical culture is perceived
as a broad range of artistic practices worthy of
attention, and not merely a small number of
isolated geniuses of the period); orientation
on culture (music history is examined within
the context of a holistic humanitarian culture);
new auditory strategies (use of a bright new
audio strategy by means of listening to CDs and
individual creative practices).

Therefore, the current educational
musical Weltanschauung 1s an audio-oriented
perspective, 1.e. the picture of the world of a
contemporary young person with a dominant
audio-oriented channelof perception, who
represents the subculture of modern professional
musicians. His or her musical Weltanschauung
contains specimens of the intellectual avant-
garde (individual compositions), and alternative
music phenomena (music from outside of
Europe, jazz, pop culture fragments), as well
as popular pieces of classical music so greatly
appreciated by all types of music fans, such as
Mozart’s Eine kleine Nachtmusik, Vivaldi’s Le
quattro stagioni, Chopin’s Funeral March, and
Johann Strauss’s An der schénen blauen Donau.

Nevertheless, the influence of the Soviet
musical Weltanschauung has been quite solid
up to the present day. If children’s music
schools and colleges are not limited to Soviet-
era books, but are supplied with new varieties
of musical texts literature texts’, in the case of
universities the situation is very different. Most
major university textbooks on music history
are dated within the range between the 1960s
and the early 1990s, and their new editions are
usually direct reprints.

For example, the figure of Alexander Glazunov
in college-level textbooks today is represented by
texts written in 1954 and the 1960s: these are the
chapters from the textbooks for conservatories
written by Y. V. Keldysh and N. V. Tumanina. The
composer’s description fits clearly in the ideology
and spirit of that era. Glazunov is represented
within the strict frameworks of the standard
formulas of Stalinist rhetoric, which migrate from
one field of inquiry into another: Glazunov is seen
as one of the most renowned composers of the
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turn of the century, who continued the Russian
classical tradition in new historical settings [5, p.
48]. Glazunov is considered to be “a composer for
the people, a patriot with a deep devotion to the
Russian national character” [Ibid], which places
the composer into the Soviet ideological standards
of a builder of communism. Then the book turns
to the notion of his “ideological limitations,”
characteristic for the entire generation of the
1880s, unlike the representatives of the Mighty
Handful. The textbook then proceeds to discuss
Glazunov’s struggle against the decadent moods
prevalent in Belyaev’s Circle [Ibid, p. 62], which
1s once again associated with the norms of the
Soviet political rhetoric. In the context of the
emerged Cold War, it is especially tricky to handle
the problem of Glazunov’s departure abroad, and
his refusal to return to Russia, making him, in a
way, a nevozvraschenets (an émigré for political
reasons), arefusenik’. Keldysh follows the general
rule of not even mentioning the fact of emigration.
He ignores this period of the composer’s life and
work. The book states that in 1928 Glazunov left
the country “for health reasons.” Then, following
the same template, the author mentions briefly that
his life abroad was unhappy, and whatever he had
composed back then was done out of necessity to
make his ends meet [Ibid, p. 63].

Repeating Keldysh, Tumanina, who wrote
her text in very different political conditions,
nevertheless said: “Glazunov’s work is first and
foremost characteristically national. His work
has been inspired by Russian nature, <...> the
glorious future of Russian people, <...> and
that is where Glazunov is very similar to the
composers of the Mighty Handful”[4, p. 17].
It is in this version of his biography that the
composer’s musical creativity is presented as a
source of socialist realism in music — the only
recognized method of artistic expression in the
works of Soviet composers®.

Today, instead of using a new textbook, still
unwritten as of now, students are offered the
option of “independent study,” based on the
10 volume series “History of Russian Music,”
edited by Keldysh. The chapter on Glazunov is
presented in Volume 9, in the section titled “Late
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19th — Early 20th Century.” The volume was
published in 1994, and the entry on Glazunov was
once again written by Keldysh. The annotation
to the entire series says that the work on music
history reflects “the new trends in the discipline
of history.” As a scholarly monographic work,
the chapter revises the image of Glazunov in new
historical and cultural conditions, the beginning
of the post-Soviet era.

Glazunov has been declared a recognized
successor of Rimsky-Korsakov’s traditions,
an undisputed authoritative figure in the music
of the complex times of the early 20" century.
In this chapter for the first time the author
mentions the tremendous influence of Wagner on
Glazunov’s music [3, p. 219], and introduces the
notion of the “academically conservative” trends
in his work in the first third of the 20™ century.
Without mentioning any names or events,
Keldysh makes the presupposition that these
trends were in disagreement with the reforms in
the Conservatory after the Bolshevik revolution
of 1917, which presented the real reasons behind
Glazunov’s departure abroad [Ibid, p. 223-226].
Then again, there is no reference to Glazunov’s
life and work during his life abroad.

Surprisingly, the author’s arguments and
his choice of words to describe the work of the
composer demonstrate rudiments of the Soviet
musical Weltanschauung. The general impres-
sion produced by the chapter is that the author
has a very strong personal opinion of the object
of his essay. It is especially evident in the style
of the narrative about the composer, which is
both subjective and psychological. For instance,
when he stresses Glazunov’s intolerance of the
music of young Stravinsky and Prokofiev, and
especially of the music of the 1920s, Keldysh
provides the following interpretation: “Such an
attitude towards all new tendencies inevitably
made Glazunov a creative loner, which would
have a detrimental influence on his own compo-
sition” [Ibid, p. 224]. The emotional directness
of tone is likewise characteristic for the analyti-
cal segments of the chapter. For instance, when
discussing the symphonic fantasy “The Forest,”
Keldysh states, without elucidating his claims,
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that it is “disjoint in shape, ragged and tedious
in content.” The influence of Wagner is given a
very negative assessment, which becomes clear
from the epithets being used in the text in refer-
ence to The Sea and the Eastern Overture: “with
a pompous and cumbersome sound, yet lifeless”
[Ibid, p. 233]. Further, in full compliance with
the directives of socialist realism, the author con-
traposes the parameters of form and content in
these works, saying that the former prevails over
the latter” [Ibid]. Providing his description of the
Seventh Symphony, Keldysh summarizes: “not-
withstanding his great skill and inventiveness
<...> his music, nevertheless, has a somewhat
cerebral character; the excess of materials pro-
duces a motley impression, which contradicts
the breadth and monumentality of his ideas”
[Ibid, p. 242]. The reader is left wondering what
the criteria for “non-cerebral” music are.

The introductory and closing paragraphs
of this chapter define the already canonized
image of Glazunov: “A student and disciple of
Rimsky-Korsakov, an outstanding composer of
the new Russian school of music, a progressive
figure in musical and public affairs” [Ibid,
p. 215], a staunch supporter of Russian art, a
composer of the “transitional period,” “not an
innovator” [Ibid, p. 274].

Undoubtedly, this collective work cannot
be considered a textbook because of the great
difference between a monographic work written
by a group of authors and a textbook.

In the early 21" century, what should the
greatly indispensable college-level textbook on
music history be like, so that the student could
use it to study the current scholarly approach to
the examined issues. The publication of books,
especially of college-level textbooks, has always
been an important consituent part of educational
and cultural policy for many reasons.

Firstly, unlike monographic works and
articles, textbooks are obligatory for students to
read, and therefore shape their musical picture of
the world. What content it would be filled with
and in what manner, what connections, epithets
and names will be present there, — this is what
will determine the professional profile of the
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future professionals in music and choreography.

Secondly, if a monographic work or article
presents the author’s perspective of concepts
related to the art of music, and different articles
and monographic works may very well enter into
disputes with one another, textbooks present a
very different case. They establish in themselves
an officially recognized system, a point of refer-
ence which is perceived often a priori, without
any proof or objection (especially in Russia, with
our reverent attitude towards the printed word).

Thirdly, students of conservatories, unlike
those in other areas of humanities, are for the
most part not inclined to written or textual
perception of information. For the most part,
music students tend to perceive their world in
an auditory manner. In these circumstances, a
music history textbook transforms the nonverbal
language of music into a verbal printed text,
becoming almost the only mediator with the
world of absolute interpretations and the author’s
notions. It happens in the world where the only
criterion 1is, at certain times, the subjective
dichotomy between “I like” and “I don’t like.”

A contemporary textbook should be, first
and foremost, the kind of source book that has
no lacunae of content. For instance, the chapter
on Glazunov in a future music textbook must
contain a number of music history topics that
are covered in academic discourse yet are not
presented in higher education: Glazunov and
the government (the monarchy and the Soviet
regime), as well as Glazunov and the Russian
émigré community; Glazunov’s musical style
in the context of Western music of the second
half of the 19th — early 20th century.

In its methodological approach, this text
should not be a monographic work; instead it
should be universal, combining familiar and
practical types of overviews with issue-related
topics and algorithmic approaches. Of course,
in the present age of internet technologies it
is highly desirable to make the utmost use of
all these opportunities by means of electronic
textbooks: to present more information (for
example, in the didactic block), more visual
materials (methodologically), and to be
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perceived better psychologically.

It is a well known fact that our students
possess a special cognitive and psychological
personality structure, and it is difficult for them
to study logical, algorithmic, abstract ideas and
high volumes of written verbal information.
Consequently, in order for the textbook to help
the student master the course successfully, it
should be ideally written by a team of motivated
authors, including:

— a scholar, who is a recognized subject
matter expert in this field;

— an experienced methodologist, university-
or conservatory-level instructor who knows

G-

' Small fragments of the article in Russian were
published in: [6]; Kupets L.A. Glazunov’s heritage in
Russian textbooks for high schools (second half of XX
— beginning of XXI century) // Bulletin of the Vaganova
Ballet Academy. SPB., 2014. Ne 4 (33), pp. 77-80. The
report on this subject was read in December 2015 at an
International Conference in St. Petersburg University.

2 See two large publication projects: 12 books of the
“Styles, Composers, Epochs” by ROSMEN PRESS for
the elementary school level and 5 series of ACADEMIA
XXI books, published by the Ministry of Culture of
the Russian Federation and the Federal Agency for the
conservatory level.

3 Textbooks for children’s music schools edited by
T. V. Popova (9th ed., published in 1989) were printed in
runs of 100,000 copies each, and while other textbooks

NOTES

how to present the material in the process of
education;

— an instructional designer who loves acade-
mic music, preferably with a degree in music;

— a graduate student or graduate assistant,
who has just recently been a student and who can
provide feedback from the point of view of the
future “consumer” of this intellectual product —
the university or conservatory textbook.

And so, if it is as Karel Capek had asserted,
“the book must create the reader,” then the new
textbook “must create the new type of student,”
who, in his or her turn, will create the new
musical and artistic notions of the 21 century.

~ <O

published in the 2000s — is no more than 5-10 thousand
copies.

4 The Problem of Musical Post-Modernism [2] —
for universities, Issues of Romanticism and Creative
Psychology [7] — for children’s music schools and
Colleges.

5 generally Russian.

¢ especially from other countries.

7 ‘Defector law’, introduced in Soviet legislation
in 1929, had a retroactive force (which means it also
affected those who departed before that date) and
practically accused these people of treason.

8 For a definition of socialist realism, see: u3nanue
«Muzykal’nyi slovar’ Grova / pod redaktsiyey L.O. Ako-
pyana. M. Praktika 2001 s. 812 [Grove’s Musical Dictionary
/ edited by L.O. Akopyan. Moscow. Praktika. 2001. p. 812].
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My3blKa/\bHa$I KapTHUHa MHpa
CKBO3b MNMPpU3My OTE€4YE€CTBEHHDIX y‘-le6HMKOB no UCTOPpUU My3blKH

—

B crarbe aHanm3upyercsi OTpakeHHE MY3BIKOBEJUECKOM HAyYHOW MapajnTrMbl B POCCHICKOM MYy3bIKaIbHOM 00pa3o-
BaHWU. BBouTCs noHsTHE «MY3bIKaIbHON KapTHHBI MEpa» (MKM) Kak NMpoeKun Xy/10’KeCTBEHHON KapTHHBI MUPA.
Nwmes Heckonbko ypoBHel, MKM paccmarpuBaercs 31ech Kak HCTOPHUSI My3bIKaJIbHOM KyJIBTYpBL, CO3/jaBaeMasi B poc-
CHHCKUX YUEOHBIX N3IaHHSX.

OCHOBHO pa3zzien NOCBAIIEH UCCIIEI0BaHNI0 «coBeTcKOi» MKM 1 e€ coBpeMeHHBIX TpaHc]opMaluii. Yka3biBa-
I0TCSI OCHOBHBIE IIpU3HaKK gaHHOM MKM, xotopas koHcTpyupyercs emé B 1920-x u 3akperuiseTcs B y4eOHUKax yxe
¢ 1940-x rr. ®uKcUpyeTcsl NCTOPUUECKast «KUBYYECTh» MOJEIH BILIOTH J10 Hadasna X XI Beka 1o psijy 0ObeKTHBHO-
9KOHOMHUYECKUX ¥ CYOBEKTUBHO-IICHXOJIOTMYECKUX PUYNH.

Cospemennas MKM B Poccun BUIUTCS Kak SIBJIEHHE CTAHOBSILEECS U HEYNOPSAAOUEHHOE, B KOTOPOM OJHOBpE-
MEHHO HPUCYTCTBYIOT KaK YCTOHYMBBIE IE€MEHTHI «coBeTcKoi» MKM, Tak u Tpenas! 3amagHoi Hayku. CUTyarus
JEMOHCTPUPYETCS HA NMPUMEPE UHTEPIPETALUN TUUYHOCTU U TBOPYECTBA OJHON M3 BIMATENBbHEHIINX MYy3bIKaIbHBIX
¢uryp B Poccun xonna XIX — nepsoit Tpetnt XX Beka — A. K. [mazynosa.

KnrodyeBble ciioBa: poccuiickoe My3bIKallbHOE 00pa3oBaHHE, YYEOHUKM HCTOPHM MY3BIKH, KOHCEpBaTOpus,
A. K. I'mazyHoB, My3bIKanbHas KapTUHA MUpPA

The Musical Weltanschauung
through the Prism of Russian Textbooks on Music History

The article analyzes the reflection of the musicological scholarly paradigm on Russian musical education. It brings in
the concept of “musical picture of the world” (MPW) as a projection of the artistic picture of the world. Being endowed
with several levels, the MPW is examined here as the history of musical culture created in Russian tutorial editions.

The main section of the article is devoted to research of the “Soviet” MPW and its present-day transformations.
Indications are given of the chief characteristics of this present MPW, which was constructed already in the 1920s and
consolidated itself in textbooks already in the 1940s. Record is made of the historical “durability” of the model all the
way up to the beginning of the 21% century as the result of objective economical and subjective psychological reasons.

The present-day MPW in Russia is perceived as a phenomenon existing at a formative and disordered stage,
which contains the simultaneous presence of both the stable elements of the “Soviet” MPW and the trends of Western
scholarship. The situation is demonstrated on the example of interpretation of the personality and the musical oeuvres
of one of the most influential musical figures in Russia of the late 19" century and the first third of the 20th century —
Alexander Glazunov.

Keywords: Russian musical education, textbooks on music history, conservatory, Alexander Glazunov, musical
picture of the world
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AMERICAN FESTIVAL OF MICROTONAL MUSIC
March 27-29, 2015, New York

n March 27-29, 2015 the American
OFestival of Microtonal Music took
place in New York City at the
“Spectrum” Gallery at 121 Ludlow Street on
the Lower East Side in Manhattan. The festival
was organized and directed by composer and
bassoonist Johnny Reinhard, a long-time
enthusiast of microtonal music, who has been
organizing the festival since 1981 in New York.
The festival has presented works by numerous
composers from around the world, bringing
together the most diverse styles, genres and
techniques, including Renaissance and Baroque
music, Classical and Romantic, early and mid
20" century, contemporary classical, as well
as ethnic, jazz and rock music. As usual, this
year’s festival presented a broad assortment
of musical trends, as was manifested in the
musical works of composers from the United
States and many countries of Europe and Asia.
On March 27 the first concert of the
American Festival of Microtonal Music took
place. The first concert of the festival began
with Johnny Reinhard’s introductory speech,
where he introduced his festival and described
his new invention — the 128-note-per-octave
scale, on which any note played ends up
being consonant, and which does not have
any dissonant pitches. He also introduced
the composers whose works were about to be
performed and the performers who were about
to play, some of whom also said a few words
about their pieces and their performances,
including guitarist from Istanbul, Tolgahan
Cogulu, who described his performance of
microtonal music on the guitar, and David
Galt, who introduced his piece “Garbled
Music: a Diptych” for didjeridoo.
The first composition on the program was
a world premiere of a composition by Richard
Carr, “Shine on You Crazy Diamond” for
violin and laptop, with the composer himself
playing the violin part and supervising the
electronic sounds on the computer. The piece
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lasted fiveminutes, yetconsisted ofanassortment
of contrasting sounds. The harmonically static
accompaniment with diatonic minor harmonies
and motor pulsating rhythms, adjoining
the minimalist aesthetics, were joined with
long, slow notes played on the violin in the
high register. The diatonic harmonies were
discernibly altered by microtonal intervals.
These harmonies and textures alternated with
more abstract, unusually sounding textures,
departing from the predominating diatonic
minor harmonies, suggesting a more avant-
garde sound-world, along with fast, scurrying
passages on the violin and in the electronic part,
with the pulsating rhythm fading in and out at
random intervals of time. The juxtaposition of
the rhythmically pulsating sounds with diatonic
harmonies, suggesting a minimalist style, and
the abstract textures denoting a modernist trend
formed the main idea of this piece. Altogether
this produced a fantastic, intensely expressive
atmosphere.

This was followed by the American premiere
of the “Fugue” from the Suite “Forecasts”
by Russian composer Alexander Nemtin,
written in 1963 for the ANS synthesizer,
the first electronic instrument in the Soviet
Union. Nemtin became famous for completing
Alexander Scriabin’s unfinished mystical piece,
the “Prefatory Action” for piano, organ, soloists,
chorus and orchestra, which was premiered in
1997 in Helsinki. The 11-minute-long piece
featured a 12-voice fugue, written in the
microtonal temperament of 5/6 of a semitone (or
5/72 of an octave), so that the twelve voices of
the fugue would avoid the static interval of the
octave. After starting with very sparse textures,
with the individual voices coming in, one at a
time, as proper for a fugue, the piece gradually
became thicker and textures, due to the added
number of voices. Towards the climax of the
piece, the elaborations in its textures involved
outlandish glissando movements in the middle
range, while towards the close of the piece the
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textures became sparse again, as the voices
faded out, one by one.

Austrian composer, currently living in
New York, Georg Friedrich Haas presented
his piece for solo bassoon, “For Johnny
Reinhard,” subtitled “in 128-tone scale,
bassoon solo,” which he wrote in only three
days. It was given its world premiere by Johnny
Reinhard on the bassoon. The piece was rather
extended in duration and had a very technical
and cerebral sound to it, featuring a variety of
extended notes of various durations, spaced
a very short intervals from each other, some
of which contained multiphonics. Despite
the etude-like features of the piece, the main
objective of which seemed to demonstrate these
very small intervals at close proximity of each
other, the piece had a certain unusual and curious
kind of expressivity and dramaturgy in it, which
became discernible upon close and attentive
listening to it. The latter quality was enhanced
by the steady rise and fall of the dynamics
present in the piece. While the beginning of the
piece was all in one register of the bassoon, the
middle of the piece included a few spots where
the register was sharply changed, which added
to the dramaturgical qualities of the music.
Towards the end of the piece, ample use was
made of the high register of the bassoon. All
of these features of the piece were splendidly
demonstrated by Johnny Reinhard’s superbly
virtuosic performance.

Two pieces for guitar by Turkish composer
Asik Veysel Saturoglu — “Kara Toprak”
(“Black Earth”), presented in an arrangement
by Ricardo Moyano, and “Uzun Ince Bir
Yoldayim” (“I am on a Long and Narrow
Way”) — were performed by Istanbul-based
guitarist, 7olgahan Cogulu. The first piece was
moderately fast and had the flavor of Turkish
ethnic folk music for guitar, successfully
combining diatonic harmonies with microtonal
temperaments and a standard melody-
accompaniment texture with incursions of
technical, virtuosic quasi-flamenco flourishes.
The second piece began in a slower tempo,
containing a greater share of rubato rhythms
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and more of an improvisatory feel to it. Then,
after a while, the lengthy introductory passage
was succeeded by the main section, containing
a faster tempo and the standard combination of
a melodic line (playing Turkish folk melodies
and their virtuosic elaborations) and a lively
accompaniment.

“Three Cornered Hat” for theremin,
fretless guitar and bassoon, composed by the
writer of these lines, was given its premiere
performance byYonat Haftka on the theremin,
Michael Hafftka on the fretless guitar and
Johnny Reinhard on the bassoon. The piece
was written in response to a request by
Michael Hafftka and consisted entirely of
graphic notation. The performers gave their
own personal interpretation of the graphic
score, albeit following the instructions in it
of when the individual instruments should
come in or stop playing and when to raise or
lower their pitches. Although the performers
played in a non-equal-tempered tuning,
they brought a great amount of diatonic
harmonies (with microtonal alterations) and
folk-music elements to the piece. This was
counterbalanced by the non-standard textural
combination of three unusual instruments, the
combined blend of which, especially enhanced
by glissandi in the theremin and bassoon and
the reverberating chords in the guitar, and the
orderly way they entered their lines or stopped
playing provided for the expressive and
dramaturgical qualities of their performance.
The piece had a mysterious, nocturnal mood
and an exotic sound world.

“Neo-Makam” by Tolgahan Cogulu and
Johnny Reinhard, was basically a combined
improvisation for guitar and bassoon, lasting
about four minutes in duration, loosely
following the style of Turkish makam, albeitin a
very free rendition. The performance alternated
between those sections where there was a
predominance of a melody-accompaniment
texture, successfully recreating a Turkish ethnic
musical style, with other sections, where the
two instruments played freely, not paying close
attention to each other, attempting to create
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exotic textures, coming close to depicting
sounds of nature.

David Galt performed the world premiere
of his piece “Garbled Numbers: a Diptych”
on the didjeridoo, the famous Australian folk
instrument, resembling a big tree trunk. The
very appearance of this exotic instrument, as
well as the outlandish sound of it brought in
a very colorful atmosphere. The composer-
performer was pronouncing words into the
instrument, which were names of numbers.
However, due to the fact that they were spoken
into the instrument, the pronunciation was
distorted and unrecognizable, yet provided for
the non-standard type of textural development
of the piece, consisting almost entirely of these
sound reverberations of the spoken words.

The first concert finished with the world
premiere of Johnny Reinhard’s piece “Trip [,”
which was performed by an ensemble of Johnny
Reinhard on the bassoon, Richard Carr on the
violin, Todd Brunel playing several clarinets
alternately, Tolgahan Cogulu playing microtonal
guitar, Michael Hafftka playing fretless guitar,
Jeroen Paul Thesseling on the fretless bass,
and Yonat Hafftka on the theremin. This was a
joint jam improvisation of all the performers,
staying within 128 tuning. Johnny Reinhard
announced that this piece was the first part of a
triptych of three improvised pieces, each one of
which was supposed to be performed on each
of the three concerts of the festival, all of which
together were to form a single integral “cycle”
in 128 tuning. The performance combined the
qualities of loose simultaneous playing by
musicians, not guided by any written musical
score to coordinate them, together with a
very harmonious blended and rhythmically
coordinated performance, the instrumentalists
successfully sensing each other’s playing
and blending in with the ensemble. The latter
quality was enhanced by steady pulsating
rhythms prevailing through the entire
performance, though successfully avoiding
the sense of monotony. After certain periods
of time one or several players would bring in a
new musical idea, to which the other musicians
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would blend in. This resulted in a coordinated
and contrasting performance of an improvised
piece, albeit containing contrasting musical
sections. The coordination of the performers
was so good, that the music ultimately had the
sound of a written-out composition, rather than
an improvised performance.

The second concert of the festival on
March 28 started with an introductory speech
by Johnny Reinhard, joined by Skip La Plante,
a composer, who is also a builder of original
instruments, for which he writes music. The
concert program opened up with a premiere of
Skip La Plante’s piece for solo viola, called
“Just Viola,” played by Anastasia Solberg, a
remarkable violist, who performed throughout
all the years of the festival, beginning with
its very first concert (on March 7, 1981). The
title, obviously, presented a pun, implying that
this viola piece was written in just intonation.
The piece was based on an ‘“undertone
series,” which 1is essentially an inversion of
the overtone series. The first movement of
the piece possessed simplistic rhythms and a
memorable diatonic melody, altered with non-
standard tunings, possessing the qualities of a
folk ballad. Its melodic writing almost made the
impression that this was a piece for solo voice.
The latter quality was enhanced to a great degree
by Anastasia Solberg’s performance, which
successfully caught the quasi-vocal intonation
of the piece. The second movement possessed
a more edgy rhythmic feel to it, albeit, without
losing its singable diatonic qualities. The third
movement focused on arpeggiated movement,
elaborating on the microtonally altered diatonic
arpeggios, to which gradually more and more
scalar movement was added.

The world premiere of Johnny Reinhard’s
“Knin Calimari” for microtonal guitar set in
128 tuning was performed by Turkish guitarist
Tolgahan Cogulu, whom Reinhard metin August
2014 in Knin, Croatia, where he organized a
tour of his microtonal festival, and for whom
he wrote it. The piece had a contemplative
mood and, for the most part, sparse textures and
rhythms, consisting essentially of short irregular
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rhythmic fragments. It had a very through
development, very characteristic of a fantasy,
with continuous successions of heterogeneous
rhythmic and harmonic units. At the same
time, it did not resemble an improvisation for
the instrument, since its development was a
very coherent one. It made ample use of this
new tuning, since the harmonies successfully
blended together elements of diatonicism and
chromaticism in such a way that the boundary
between both was not discernible.

Following this, Johnny Reinhard performed
Georg Friederich Haas’ solo bassoon piece
“For Johnny Reinhard” a second time,
repeating it from last night. The second
performance had a more confident mood about
it, and thus the mood of the piece sounded more
balanced. Unlike the previous night, when
Reinhard played the piece sitting down, this time
he played it standing up. The unusual technical
aspect of piece, consisting for the most part of
lengthy notes apart by miniscule intervals, made
the second performance just about as interesting
and intriguing to hear as the first, sounding
almost as a new piece, notwithstanding the
fact that they were separated only by one day,
and that there was no element of improvisation
present here, which would have greatly varied
each performance.

“The Ballad of Hobo Annie” by
Meredith Borden was sung by the composer
(herself an excellent soprano, who regularly
sings microtonal music), who also played the
autoharp. This piece followed the tradition
of Harry Partch’s piece “U.S. Highball” for
recitation and chamber ensemble, since it
also was set to a text about a hobo traveling
through many cities throughout the United
States. However, in its mood, the music was
totally unlike the Partch piece, since it was
plaintive and lyrical. Beginning with a sad
sounding melody in a minor mode, altered
microtonally, intermingled with irregular
arpeggios, the harp part established its
accompaniment function, providing chords
to a minor-mode melody sung by the soprano
in a style resembling American folk and, to
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a certain degree, jazz and spirituals. The text
narrated a story of a hobo girl named Annie,
who was homeless and who traveled from one
city to another, without being able to find a
home. The sad mood of the text corresponded
very well to the emotional feeling depicted
in the music. Towards the end of the piece
the tempo became somewhat faster, and the
dynamics got louder, the aim of which was to
provide a greater pungent quality to the tragic
story and music. After this, the initial slow
tempo and sad mood returned.

Berlin-based composer Philip Gerschlauer
had three just intonation pieces performed,
titled, respectively, “Mr. P,” “April” and
“October,” with the composer playing the
alto saxophone, Gabriel Zucker playing the
keyboards, Marty Kenney on the double-bass
and Nathan Ellman-Bell at the drums. The piece
had a constant foundation of accompaniment
of double bass and drums, mostly in a regular
motor fashion, albeit softly and subtly, while
the saxophone and keyboard provided the
melodic and harmonic development. There
was a strong element of jazz, albeit modified,
in the style of the music — this was enhanced
by the roll of the drums and the glissandos and
rhythmically agile melodic lies played by the
saxophone. The beginning of the first piece
“Mr. P” had a sad and morose mood, though
towards the middle, it became livelier, though
not shedding its minor mode color. Towards
the very end of the piece the music returned to
its solemn mood and slow tempo. The second
piece, “April” had a very noticeable change of
key, albeit, also one in a minor tonality, and
followed just about the same dramaturgical
design as the first movement. It had a
most recognizable rhythmically punctured
melody, definitely in a jazz style, which was
continuously repeated in sequence and varied.
The third piece, “October” made use of some
unusual and colorful textures available for
this set of instruments. It began with a more
intensively dramatic mood and harsh textures,
and then switched to more subdued dynamics,
regular rhythms and jazz melodies.
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The American premiere of Johnny
Reinhard’s piece “Catalpa” was played by
Johnny Reinhard on the bassoon, Michael
Hafftka on the fretless guitar, and Jeroen Paul
Thesseling on the fretless bass. This was one of
a series of several pieces by Reinhard named for
trees (after “Oak,” which was performed at the
American Festival of Microtonal Music in April
2014, and “Elm,” performed in August 2014 in
Croatia). It was built in a historical American
setting. The music began a serious, austere
mood, albeit containing very colorful textures,
which constantly changed and developed, and
gradually accelerated to a moderate tempo and
livelier mood, set by a dynamic accompaniment
of the guitar and a swinging melody in the
bassoon. Short musical episodes alternated
with fragments of a text about trees spoken
alternately by each of the three musicians,
sometimes by two of them.

“Gerga in 128” by Philip Gerschauer
was a very short yet agile piece in which
quartertonal tuning gradually gave way to
the 128-note-per-octave scale. Its American
premiere was performed by Tolgahan Cogulu
on the microtonal guitar with Philip Gershauer
on the alto saxophone. This was a jazz piece
of a moderately fast tempo, lasting about four
minutes, albeit its jazz style was modified by
the microtonal tunings, as well as by the sparse
texture of the two instruments. While the
saxophone was employed in full force, playing
melodic lines, the guitar part was very sparse,
and the discrepancy between the middle-high
range of the saxophone and the low range of
the guitar produced an unusually imaginative
textural palette.

The second concert finished off with a
premiere of “Trip II” by Johnny Reinhard
for an improvising large ensemble of
instruments, the second piece of the triptych of
three pieces played one each on each concert
of the festival. The ensemble of performers
consisted of Johnny Reinhard on the bassoon,
Jeroen Paul Thesseling on the fretless bass,
Tolgahan Cogulu on the microtonal guitar,
Michael Hafftka on the fretless guitar, Philip
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Gerschlauer on the alto saxophone, Richard
Carr on the violin, Nathan Ellman-Bell
playing percussion, Anastasia Solberg on the
viola, Gabriel Zucker on keyboards and Marty
Kenney playing percussion. Trip II started with
slow music sounding in a mysteriously eerie
mood, featuring some imaginative instrumental
textures, with some of the instruments more
ready to display their prowess than others. Then
gradually the momentum started building up,
and more instruments began displaying their
soloistic initiative, while blending perfectly
with each other. In this piece the involvement
of the drums brought along an additional
element of dynamic energy, although the
drummer came in and faded out with delicacy.
The bending tone of the wind instruments,
joined with keyboards and some of the strings,
produced some refined and exquisite textural
effects. Greater initiative was taken by the
bassoon and the violin in terms of playing solo
lines. On the whole, this performance kept
predominantly subdued dynamics and mood,
rarely rising up to loud or fast music, albeit
keeping a moderately steady motion, perhaps,
saving the loudest and most dramatic sonorities
for almost the very end of the piece, before
gradually fading away to quiet sonorities at
the very end.

The third and final concert on March
29 began with Finnish composer Juhani
Nuorvala’s composition “Ruoikkohuhuilu”
for alto flute and electronics with Stefani Starin
playing the alto flute in just intonation. It was
a very impressive piece, being intricately
textured and subdued, both dynamically and
emotionally. The expansive landscapes of
Finnish forests and lakes could be very well
heard in this piece, which featured lengthy
melodically successive notes for the alto
flute and possessed a diatonically centered
harmony, accompanied by static, reverberating
electronic sonorities, ranging from non-
pitched to pitched ones, the latter emphasizing
the tonic note spelled by the alto flute, the
latter becoming more and more prominent as
the piece progressed in its development.
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“Litaniae” by Romanian composer
Violeta Dinescu, which was performed on
the viola by Anastasia Solberg, featured long
repeated notes of a single pitch at a core, joined
at first by minor-second double-stops, and after
a while, developing further by having a second
voice appear with glissandos up and down, as
well as passages of faster, shorter-valued notes.
However, the feature of holding onto single
pitches presenting the roles of drone lines (first
D, then G, then C) continued throughout the
entire piece. Despite its seemingly elementary
means, the composition was very imaginative
and produced a warm response from the
audiences.

“Poplar” was improvised by Yonat Hafftka
on the theremin, Johnny Reinhard on the
bassoon, Jeroen Paul Thessaling and Michael
Hafftka on fretless guitars. This piece was
influenced by Johnny Reinhard’s three chamber
pieces named after trees. It started with all the
players saying the word “poplar,” continuing
the tradition of the pieces inspired by trees.
Then the music began with first the fretless bass
guitar playing long notes, and then the other
instruments joining in one by one with lengthy
static melodic lines, which expanded in their
development very gradually, acquiring more
and faster notes, louder dynamics and mixing
diverse textures. The theremin and bassoon
(the latter occasionally playing frullato) helped
bring in an eerie, mysterious atmosphere, which
was also enhanced to a certain degrees by the
fretless guitar and the fretless bass. Gradually,
the music became louder, more dramatic and
more dynamic, but never reached the stage of
being overly loud or hyperactive. After a certain
point, the development of the music gradually
began to subside, and reached a point of slow,
soft and static textures at the end.

The American premiere of “Polsky Strofy”
(“Polish  Strophes”) by Russian composer
Sergei Slonimsky from St. Petersburg, set to
poetry of Antonij Slonimski, the composer’s
uncle, was performed by mezzo-soprano
Meredith Borden and Stefani Starin on the flute.
The piece was in four movements, featuring a
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variety of quarter tones and other microtonal
intervals. The piece was lyrical in its mood
and intricately textured. It featured elaborate
contrapuntal weaving between the two rather
independent melodic lines of the piece, as well
as very diverse textures produced by both the
singer and the flutist. The second movement
was the shortest and consisted of one note, B,
reiterated by the singer and flutist at various
rhythmic durations, dynamic markings and
ranges. The third movement had the greatest
abundance of microtonal writing and was
also the most extroversively expressive in the
cycle. The fourth movement consisted chiefly
of the juxtaposition of short, fast staccato notes
played on the flute and lengthy notes sung by
the singer, which contributed to a dynamic
and colorful closing movement for this highly
imaginative and impressive cycle.

“Potion Scene” (1931) by the classic
American microtonalist, Harry Partch, was
performed by Meredith Borden as soprano and
Anastasia Solberg on the viola. The 7-minute
long piece began with the viola playing in an
unusually low register, possibly, scordatura,
after which the soprano entered with its vocal
line, presenting elaborate contrapuntal weaving
with the viola line. The viola had an abundance
of glissandi and adjacently played notes with
close intervals, while the singer’s line was
purposely elementary to follow the words of
William Shakespeare, so that the singer could
project the words better. The music had a
mysterious, magical atmosphere, presented
with a very theatrical manner. The presentation
of'the words and their meaning presented at least
as important a goal of the piece as displaying
the finesse of the microtonal intervals, and the
latter also made their contribution to expressing
the dramatic situation expressed by the words.

“Bass(soon)” by Jeroen Paul Thesseling,
played by the composer on the fretless bass
guitar with Johnny Reinhard on the bassoon,
preceded the last piece on the program,
virtually without a break. It began with very
innovatively textured resonant sounds on
the fretless bass guitar, combining lengthy
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reverberating sonorities in the low register with
short pizzicato-like sounds in the high register.
After a while, the bassoon entered, playing a
stretched out plaintively sounding melodic
line with a microtonally altered diatonic minor
harmonic center. The music continued to develop
along that line, with the bassoon enriching its
timbral palette with adding notes in the high
register, incorporating frullato, glissandos and
rhythmically recognizable figures.

The third piece of Johnny Reinhard’s
triptych “Trip III” proceeded immediately
after Thesseling’s piece, without any pause.
The players were: Johnny Reinhard on the
bassoon, Jeroen Paul Thesseling on the
fretless bass guitar, Todd Brunel playing
several clarinets and bass clarinet alternately,
Anastasia Solberg onthe viola, Michael Hafttka
on the fretless guitar and Philipp Gerschlauer
on the alto saxophone. The change of piece
was recognizable due to the faster tempo and

Anton Rovner

addition of the other instruments. It began with
arelatively fast and rhythmically defined pace,
then proceeded in a bit more moderate tempo
with great emphasis on the non-standard
sonorities available on the instruments, both
separately and blending with each other. After
a much slower section, the music turned to the
moderately fast tempo of the beginning, albeit
with greater emphasis on the exotic sonorities
than before, after which it became slower and
faded out towards the end.

Altogether, the American Festival of
Microtonal Music, as organized in March 2015,
presented a bright assortment of music from
different countries and pertaining to different
styles and genres, which greatly pleased
the audience attending the three concerts,
expanded the horizons of their perception of
music and enriched their musical experience by
exposing them to a rare, high quality trend in
contemporary music.

PhD in Music Composition from Rutgers University

(New Jersey, USA), Candidate of Arts (PhD)
from the Moscow State Conservatory,
faculty member at the Department

of Interdisciplinary Specializations for Musicologists

of Moscow State P. . Tchaikovsky Conservatory

&P
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INTERVIEW WITH JOHNNY REINHARD

Anton Rovner: Can you tell me about your
concert activities with the microtonal festival?
What cities have you performed in the United
States besides New York, as well as what other
countries?

Johnny Reinhard: 1 started my musical
activities as a bassoonist. During my graduate
studies in bassoon at the Manhattan School of
Music and in ethnomusicology at Columbia
University, [ began to be interested in
microtonal music, which I decided to devote
my full time to. In 1981 I founded the American
Festival of Microtonal Music, which has been
in existence since then. The festival has held
performances of numerous musical works
incorporating microtones and alternate tunings
by many composers throughout the world,
both contemporary and from earlier times. In
addition to that, I have performed with recitals
on the bassoon and with concerts of microtonal
music in most European countries, different
cities across Canada — St. Johns, Vancouver,
Winnipeg, and Toronto — and last summer in
Monterrey, Mexico. | have played the bassoon
throughout the United States, including Los
Angeles, Denver, Seattle, and Winston-Salem.
I performed as a vocalist in New York, Venice’s
La Fenice, at the Barbican in London, and
Bergen, Norway’s Viking Castle. I came to
Russia three times, where 1 performed in
different festivals in Moscow, Kazan and St.
Petersburg. In August 19-21, 2014 I made a
trip to Knin, Croatia, where I co-directed and
performed in a four-day festival of microtonal
music, which was a great success. In addition
to performing, I have also given musical
lectures in the United States and various other
countries. I have visited Germany eight times,
not for performing or lecturing, but to carry out
research work in musical libraries, as the result
of which I wrote a book, Bach and Tuning. In
1995 1 visited the Netherlands and gave several
recitals at Amsterdam’s Ijsbreker, so I have a
certain reputation in that country. In Paris, [
conducted a new work by Edgard Varese in
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the Pompidou Centre. [ have held important
concerts of microtonal music in Switzerland,
for which I took eight people from New York,
where we introduced the music of Harry Partch
for concerts in Zurich and Kreuzlingen, and a
Zurich Radio broadcast.

AR: Can you tell about your microtonal
festival, how it began, where do you perform
and what kind of music do you perform there?

JR: In 1980 I received my Master’s degree
from Manhattan School of Music, and I learnedto
play quartertones on the bassoon, so composers
began writing pieces for me. | enrolled in the
Music Department of Columbia University,
where [ studied ethnomusicology, and I started
to learn that different types of music of different
peoples of past ages had different tunings. As
a result, I came up with the idea of a festival
of microtonal music, which would be inter-
stylistic, where I would put together on one stage
such diverse types of music as Middle Ages and
rock and roll on one concert, along with some
poetry and musical improvisation. At that time
I did not compose any music for fifteen years,
but only improvised. In this context, the festival
became a personal laboratory for me to study
microtonal music of the most varied kinds and
to develop my virtuosity. As I was studying and
performing this rare type of music, everybody
who joined ended up being immersed in it as
well. The process continues to this day, and
quite powerfully, too.

AR: What musicians are regular performers
at the festival? What kind of music do they play?

JR: At the American Festival of Microtonal
Music we have had some remarkable musicians
play regularly in our concerts, in a sense, forming
a sort of musical ensemble. One important
musician is pianist Joshua Pierce. He has played
a lot of noteworthy pieces for piano, including
works by Charles Ives, Ivan Wyschnegradsky,
John Cage and others. Rock guitarist Jon Catler
has been in many of our concerts, including
the very first one, and played refretted guitars.
Violist Anastasia Solberg has played many
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notable microtonal pieces, from the very first
concert to the latest festival. In April 2014
she took part in the performance of my string
quartet “Seventh Heaven,” where she was the
most active and initiative player who coached
the other musicians in the quartet, teaching
them how to play the microtonal tuning. As a
result of that, three out of the four musicians
already knew how to play in that tuning — they
only had to learn to play the notes. We had
seven rehearsals, none of which I had a chance
to hear, but they played excellently. It was very
important for them to play this music right.
Skip La Plante on homemade instruments and
flutist Andrew Bolotowsky were also important
players. Mexican guitar player Angelo Blanco
[Quetzalcoatl], a virtuosic performer of music
by Julian Carillo on the instrument, has become
aregular performer at the festival, having come
to New York three times to perform in the
festival, and also having hosted me when I came
to Mexico to play. Numerous other musicians
have successfully taken part in the concerts
of the American Festival of Microtonal Music
with more or less regularity of their appearance.

AR: You mentioned that the festival has
always been inter-stylistic and has performed
music from various time periods and styles.
Could you highlight some of the composers that
have been performed at the festival?

JR: The first type of music the festival
focuses on features works by present-day
microtonal composers. The festival has
performed music by present-day contemporary
composers from the United States and from
many countries of the world for example Toby
Twining, John Eaton, Gloria Coates, Svjetlana
Bukvich, Skip LaPlante, Manfred Stahnke,
Julio Estrada, Georg Friedrich Haas. There has
been a focus on the microtonal legacy of early
and middle 20™ century composers, pioneers
of microtonality, such as Alois Haba, Ivan
Wyschnegradsky, Julian Carrillo, Harry Partch,
Mordecai Sandburg, Percy Grainger. We have
presented early music, from the Medieval to
the Baroque periods, performed in authentic
historical tunings and temperaments. There has
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also been microtonal ethnic music, folk music,
jazz, and rock music. The festival focuses on
different musical styles at different stages of
its development. There was a period of time
when we focused on early European music in
historical tunings, especially Baroque music.
At that time Bach was a feature for me for a
long time, because we wanted to perform
him in Werckmeister III tuning, invented a
generation before his to make a full circle of
12 major and minor keys, but with 29 different
musical intervals. There are certain tunings and
temperaments which work well when applied
to music of some composer and do not work in
the least when applied to others. In our work
of presenting microtonal music of different
styles and traditions our goal is to push the
boundaries of music further on. We are doing
it in ways that no one else is. By now we have,
in a sense, become an informal institution. We
are well-known enough that we are attracting
people from all over the world. At a certain
period, the New York State Council of the Arts
suggested that we spend less time on early
music and standard repertoire and more time on
contemporary music, even encouraging me in
my own compositions. So I perceived that in a
positive light, and we switched to contemporary
music. At certain times we concentrated on
ethnic music, but, as a rule, that was when a
certain noteworthy musician playing ethnic
music in alternate tunings was visiting New
York. One example was Babukishan Das,
an Indian musician from Bombay, currently
residing in Canada. He is a representative of
India’s Baul culture, a tradition over a thousand
years old, which mixes different religions and
has its own music and musical instruments,
which only they use.

AR: How is the festival organized? Do you
have a board of directors or do you decide and
organize everything yourself?

JR: The festival does indeed have a board
of directors. It consists of composers and
performers who are devoted to preserving and
disseminating this rare and intriguing type
of music. We meet together and discuss the
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repertoire we plan to perform, the funding we
have to apply to different grants for and the
venues we plan to perform in. One devoted
member of our board of directors was composer
Joseph Pehrson, who in the late 1990s and
2000s began composing microtonal music at
my instigation, which were performed at my
festival. We had regular board meetings at his
apartment. Some of our frequent performers are
also members of the board of directors. One of
our newest members is Michael Hafftka, who
is an internationally recognized painter. He is
also an excellent fretless guitar player, who
mastered improvisation in pure high harmonic
tuning, who has his own studio, in which we
have recorded two CD’s and plan to record
two more CD’s. All of these people contribute
to organizing the concerts of the festival in
different ways.

AR: What kind of mission does the American
Festival of Microtonal Music have in presenting
this music of various styles and traditions?
What are its long-term and short-term goals
and strategies?

JR: Presently I feel that the American
Festival of Microtonal Music has a new
mission, having accomplished the old mission.
The old mission was to create a setting for
performance of microtonal compositions,
which was not existent. That was the situation
in New York, when I was completing my
studies in the undergraduate at the North
Caroline School for the Arts, and Master’s
program at Manhattan School of Music. Now
it 1s possible to set up an entire orchestra of
performers who can play microtonal music
together. For us it was a harder battle to win in
terms of years, the budget and the organization.
Presently this is no longer the case. New times
require new strategies. Presently there are
microtonal festivals existing all over the world.
We started it. The new mission is to get a better
sense of where we really are and what is really
important. It is important to define the main
stylistic and aesthetic parameters of microtonal
music in its many manifestations, as well as the
role that it plays or should play in present-day

90

society. Sometimes it feels that there are more
performers, than there are listeners. One gets the
impression that this is a wrong development..
But I know that this is a proper turn of events.
If we are able to attract advanced musicians, if
we have the right type of magnetism, then we
are on the right track.

AR: Microtonal music, as well as most
contemporary music of the classical academic
type, unfortunately, receives much less financial
support and much less reception and appreciation
from the general public than it deserves. It is
amazing that you were able to do so much,
obviously, without receiving payment for it. It is
a sad but accepted fact that composers must take
all sorts of tedious menial jobs to make a living,
and reserve their compositional and concert-
organizing activities for their spare time.

JR: I have devoted 100 % of my time to
microtonality and microtonal music, and I have
done this on a voluntary basis. In addition to
this, because of the intensity of my musical
activities, I have never had a full-time job. I
have had a number of jobs, which helped pay
the bills. Now I am a substitute teacher in a
school. Before that I was a temporary worker
for pharmaceutical companies and legal firms.
Prior to that, I was a waiter and a dishwasher.
As a child, I also sold eggs on a truck, sold
newspapers, and handed out brochures in
Brooklyn.

AR: Can you tell us, how did you decide to
finish Ives’ Universe Symphony, and how was
the premiere organized in June 1996, and what
was the response?

JR: I have always esteemed Charles Ives
and his music highly. His Three Pieces for Two
Pianos in quarter tones have been performed
numerous times at the American Festival of
Microtonal Music by Joshua Pierce and Dorothy
Jonas, who have also recorded them on the CD
“Between the Keys” released by the festival and
the “PITCH” collection of CDs. I had heard of
Ives’ plans to write the Universe Symphony and
the fact that he had never completed the work,
and was greatly impressed by it. It was a series
of eventual things that happened, the result of
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which was my completion of the work. The first
was the discovery of a photocopy of the sketches
of Ives’ Universe Symphony on a bookshelf at
the home of composer Lou Harrison. While
Harrison was wonderfully generous, letting me
copy everything he had, this was the only thing
that he could not let me have a copy of. I had to
go through a whole series of rights with lawyers
before the sketches of the Universe Symphony
were given to me freely thanks to the Volunteer
Lawyers for the Arts. First, I was told to wait
and not to start work on the sketches because
somebody else had already started working on
them and had to finish them first. This turned
out to be composer Larry Austin. Following the
lawyer’s advice, I stopped and did not do any
work until Austin finished his version of the
symphony, after which I completed mine.

AR: Where were you able to get the sketches
of Charles Ives’ Universe Symphony to complete
this project?

JR: T had some luck with this. Ellis Freedman
was the chief lawyer for the Ives Society and
the American Academy of Arts at that time.
He knew who I was — a person who finishes
compositions by others — so he figured out that
I was the perfect person to do this. I gathered
the entire orchestra for the performance of the
work, which took place on June 6, 1996. I did
all the hiring of the musicians. It was a shock
for the Musicians’ Union, since they did not
think it possible that an unknown person would
come and gather together so many musicians
to form an orchestra to perform in New York
City at Lincoln Center with little money. They
protested the fact that, according to them, the
musicians were not paid sufficient amounts of
salary for playing in the orchestra, even though
the musicians in the orchestra themselves had
no objections to the amount of honoraria they
received. The event was a great success, and
Alice Tully Hall was completely full, although
we had to take out some seats from the first row
to fit the orchestra.

AR: What was the response to the
performance by the critics? Was it successful,
or was there criticism of it?
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JR: One of the signs of success of a
performance, in my opinion, is to hear remarks
by critics that are completely different from
each other. Some people liked it immensely,
while others criticized the work and questioned
whether it pertained to classical music at all. The
appreciative reviewers’ comments contributed
to the success of the performance, while the
critical reviewers’ remarks have added to the
controversy surrounding the work. This is
similar to the way critics have always assailed
great composers who had come up with new
stylistic traits in their works, questioning the
right of this music to exist and be performed —
at the end it is usually the composers and their
mmnovative works of art that survive, not the
vitriolic criticism. We even had a situation where
some of the listeners and music critics were
questioning whether the “Universe Symphony”
was Ives’ composition or mine. Any cursory
listening to my music and comparing it to my
realization of the Universe Symphony makes
it clear that they are completely separate. I did
not write the Universe Symphony at all — I
did not add a single note to it. I followed Ives’
own instructions in completing the work in a
way which would have been in accord with the
composer’s own wishes.

AR: The Universe Symphony is, indeed, a
most unusual piece of music. Unlike most of
Ives’ other works, it does not include any tonal
musical fragments or their juxtaposition with
chromatic, atonal fragments. In addition, and
includes microtones — the only other work by
Ives to include implicitly, besides the Three
Pieces for Two Pianos in quarter tones. Can
you tell us about the overall structure, technique
and philosophical concept of the Universe
Symphony?

JR: Ives himself called his Universe
Symphony a “painting of creation.” I hear it,
feel it and believe it to be a complete piece.
The entire huge composition, all the 74
minutes of it — as long as Beethoven’s Ninth
Symphony — was conceived of entirely by Ives,
who left plenty of sketches and instructions
for me to realize it following the composer’s
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wishes. The Symphony does not have separate
movements — instead it has three sections, three
“preludes,” performed by three orchestras —
“Earth,” “Cosmos” and “Heaven.” There is an
initial fragment of the Symphony, less than a
minute long, where string and brass instruments
predominate, called the “Fragment of the Earth.”
Next comes a long section, about 27 minutes
long, played entirely by percussion instruments.
The percussion orchestra, consisting of 13
players, is called the “Pulse of the Cosmos.”
Different percussionists beat out different
rhythmic pulsations on their instruments at a
slow tempo, while the main pulse for the section
1s called the “BU” or “Basic Unit,” and it bears
the metronomic mark of 30 to the quartertone.
The “Pulse of the Cosmos” in reality presents
the Big Bang extended to 3 cycle at 27 minutes.
Ives thought of it 50 years before anybody
mentioned the Big Bang. The second section
is called “Cosmos,” which is very telling, since
there are multiple universes in a “cosmos.” The
question arises of whether Ives was aware of
the universe being part of a larger cosmos. The
other parts are not really called anything. I gave
them names, but I really had to pick them from
out of the material in those particular sections.
One is called the “Earth”. The “Heaven” comes
soon, and between those lies “Chaos.” There is
even the idea of “Past, Present” and “Future.”
There are three significant fragments present in
the symphony. The third and final fragment is
called “Heaven,” which is placed at the nadir,
at the lowest point between cycles 2 and 3.
There are ten cycles, which may represent ten
different multiple universes, each one with its
own individual Big Bang. I just realized that it
fits with the modern perception of the cosmos
—not the universe, but the cosmos. The overall
program supplied by Ives describes humanity
being born from the cosmos, as depicted by
the initial section of the Universe, evolving
historically, as portrayed in the middle section,
and then transfiguring to a higher, spiritual
state, which is shown in the final section.

AR: Can you tell us of the recording of the
Universe Symphony on CD? When was the
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composition recorded, and how many musicians
took part in the recording of it?

JR: In 2004 a CD of the Universe
Symphony was released in the series of CDs of
the American Festival of Microtonal Music. It
featured the sessions not from the live concert
in Alice Tully Hall, but from a series of studio
sessions, played by 20 people, instead of 77, on
120 tracks, each direct to disc. In this recorded
performance I played many of the percussion
parts, including gong, bass drum, and the
bassoon and contrabassoon parts, and I also
performed as the conductor.

AR: You have had a lot of CDs released, in
addition to that of the Universe Symphony — of
contemporary microtonal music, as well as early
and classical music performed in historical
tunings. How did you decide to publish this CD
series, where does it get distributed, and what
kinds of listeners appreciate it?

JR: We have come to realize that there
are different stages for artistic demands.
There has been a stage for video recordings
of everything. We are almost leaving that
stage now. There are stages for live concerts
and audio recordings. Unfortunately, very
often concert performances do not get the
attention they deserve, and there are not
enough people in the world for the quality of
the music produced. So in order to find greater
distribution of this unique trend in music for
listeners across the world, we came up with
a new project. We created a new CD label,
called PITCH, largely out of dissatisfaction
with other companies, which treated us poorly.
We have released a number of CDs, each one
devoted to a particular kind of microtonal
music and bearing a short and concise title,
describing the music most aptly. An album
called “Bassoonist” featured contemporary
microtonal music for bassoon and, either as
a solo instrument, or with. It had my bassoon
compositions, as well as those by composers
Joseph Pehrson’s “One Small Step for Man,”
Anatol Vieru’s “Trio in Sixthtones,” Louis
Babin’s “Mellow Tones for Johnny, along with
Giacinto Scelsi’s “Maknongan” and a “Duo
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for Kaval and Bassoon” featuring Theodossii
Spasov. Another title was called “Chamber,”
and it featured works by early and middle
20th century composers, including Charles
Ives’ Second String Quartet, performed in
Pythagorean tuning, Lou Harrison’s “At
Ives’ Tombstone” for chamber ensemble,
Harry Partch’s “Finnegan’s Wake Settings”
for soprano and small instrumental ensemble
and other pieces. One album, called “Early”
included works by Bach and lesser-known
17th and 18th German composers, performed
in the Werckmeister I1I tuning, just intonation
and other tunings existent prior to the advent
of equal temperament hegemony. Another
CD album, called “Ideas”, featured unusual
works, mostly by early 20" century composers,
which had interesting concepts lying behind
them. One such piece was the “Prelude in
Quarter-Tones” by Georgy Rimsky-Korsakov
(grandson of the famous Russian composer
Nikolai Rimsky-Korsakov), a notable theorist
of quarter-tone music and the founder of the
Society for Quarter-Tone Music in Leningrad
in the 1920s. This piece is the only surviving
microtonal piece by the composer. Our very
first album was called “Between the Keys,”
and it featured music by Ivan Wyschnegradsky,
Charles Ives, Harry Partch and John Cage,
played by myself on the bassoon and Joshua
Pierce on the piano. It was really successful
internationally and sold out twice. We were not
even told about this, but the printing company
rereleased the stock, because they sold out
so fast, only to sell it to Sony Classical.
Albany Music Distribution is our distributor
throughout the United States. They made a
hundred copies of each CD to sell, and gave us
20 copies each to give away. There have been
reviews published of our CD’s from all over
the world, including such places as Thailand.
AR: Can you tell us about your music, about
the different types of microtonal scales, systems,
tunings and temperaments you use in it? Your
compositions are notable for their imaginative
approach to musical texture and their rich
sense of improvisation and innovation. Can you
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tell us about the microtones used in your music,
as well as the general stylistic element of it?

JR: All of my works incorporate
microtones in one way or another. I have
used the most assorted microtonal scales and
temperaments to my music. [ have even applied
“polymicrotonality,” which means using several
tunings and systems in a single composition.
Instrumental texture plays an important role in
my music, including using non-standard sounds
created by musical instruments individually or
in ensemble with each other. Improvisation is
another important element for my compositions,
most of which include sections with music
improvised to various harmonics. Many of the
latter compositions or sections of works feature
verbal instructions of what kinds of music to
play and how to play, without indications
of a single pitch. I took full advantage of a
phenomenon, wherein a musician can play
any note wanted, and it works! My studies in
ethnomusicology at Columbia University have
led me to incorporate various elements of ethnic
music from the most varied countries from the
globe, including microtonal scales of various
countries, instrumental textures alluding to folk
instruments, and sometimes even making use
of exotic instruments to my music. Elements of
musical theater can also be found in my music,
and this is manifested by musicians walking,
talking, singing and making various dance-like
movements while performing.

AR: Have you made any important
discoveries in recent years regarding any new
tunings or temperaments? It is quite obvious to
anybody who has followed the evolution of your
musical style, that you have never repeated in
a static way the same features of your musical
style, but have always come up with new
discoveries. What have your recent discoveries
produced?

JR: Recently, I have come up with an
entirely new and unusual tuning, consisting
entirely of harmonics, which incorporate a
significant amount of upper harmonics. It
is the tuning of 128 notes per octave. One
must bear in mind that this is by no means
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an equal-tempered scale, like the quarter-
tone scale or the 31-note-per-octave scale,
so I call it a “tuning,” not a “temperament.”
I have concocted a way of writing every note
of this 128-note scale. Also, I have written
an essay about this new tuning, called “8"
Octave Overtone Tuning,” which includes a
chart with all the pitches listed: by harmonics,
including cent value and a name, of how to call
each interval, comparison to the established
traditional names of intervals — for instance,
“eleventh harmonic,” “tiny tritone,” “just
minor sixth, “”’sixth-tone high minor sixth,”
etc. This presents a new territory in music. This
new tuning is 100% melodic and consonant, as
I have been finding from the evidence of all the
music we have performed. In just intonation
they mostly incorporate the notes in a static
way, holding onto them. In this new tuning there
i1s much less inclination for a composer to hold
on to notes or intervals so statically, since the
tuning generates a completely new aesthetics.
The fact that the inclination to dwell on various
notes statically is absent here makes the new
tuning a lively system — because, essentially,
the entire tuning is all one single chord. All
the first 128 harmonic pitches stemming from
a fundamental, in theory, comprise one chord,
also called “eighth-octave overtone tuning.”
This brings in the feeling of the last breath
of our collective musical awareness. | always
speak of the 128 tuning, which consists entirely
of high harmonics, as “another universe.” This
new tuning does not have any dissonance,
since it is all consonant, as it stems entirely
from natural harmonics of a fundamental tone.
This is how I think of it; if | put two fingers on
two adjacent keys of a piano, the result will be
dissonant. If I add a third, fourth or fifth, the
result continues to be dissonant. But if I use
my whole arm or two arms, I do not think the
term “dissonance” applies any more, since, in
this case, the resulting cluster is like a color,
and not as a set of intervals to which laws of
diatonic harmonies may apply.

AR: Can you tell us of some of your most
recent works, written during the past few years?
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How do you incorporate microtonality and all
the other relevant musical elements in them?
JR: In describing my latest music, I would
start with my most recent composition, — my
String Quartet No.2, “Seventh Heaven.” Unlike
many of my other works, this piece does not
contain any elements of improvisation. This is
because the material which [ have been working
with for the last three years is new and needs to
be developed thoroughly. The work was written
in 2013, during my trip to China. It makes
full use of the 128 note tuning, exploiting its
many contrasting features. It also elaborates the
sonorities of the string quartet in a new way,
at times even alluding to elements of texture
found in traditional Chinese music.
“Odysseus” 1s a concerto for solo cello
and chamber ensemble, written in 1997. This
45-minute work 1s, in a sense, is an opera, which
is acted out by the instrumental performers,
instead of being sung by vocalists. It is poly-
microtonal, since in an instrumental ensemble of
55 people, each instrumental part is composed
in a different tuning. It was performed by cellist
Dave Eggar, for whom I wrote it for, and an
ensemble of instrumentalists that I gathered,
and released on a CD album of our “PITCH”
label. The recording of the work can be found
on Youtube, fully titled. This composition does
not have “dissonant harmonies” in the sense
that I expected it to have, although it does have
harmonic and intervallic “dissonances,” since it
is not diatonic, and yet not written in the 128-
note tuning. The result of incorporating poly-
microtonalality in musical composition is that
it cancels out the angst of the so-called wrong
note. In “Odysseus”, in all the 45 minutes of
music, there is not a single wrong note. The
work is based on the story of the wanderings of
Odysseus. In fact, it features the only narrative
of the story that is entirely chronological,
presenting all the events from the fall of Troy
to the return of Odysseus to Ithaca. Thereby
it is different even from the original narrative
recounted in the “Odyssey” by Homer, where the
story shifts between the different time periods,
as well as between the episodes featuring gods
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and human beings. The dramaturgical structure
of my musical composition “Odysseus” needed
to have a chronological story. On my bassoon
I played the role of Homer, who was writing
down the entire story. However, my musical
score does not incorporate entirely notated
pitches, but shifts between notated music and
improvisation guided by verbal instructions.

My first String Quartet “Cosmic Rays”
was an important piece in my development.
It was written around 1994. More important
was my piece “Zelig Mood Ring” for solo
bass trombone. It was written for Dave Taylor,
perhaps the greatest bass trombone player in
the New York area, if not the whole world, who
has a great skill in playing exact pitches of the
tunings that I write for him. I have written five
compositions for him. Dave Taylor considers
“Zelig Mood Ring” his favorite of the pieces I
wrote, and he has played it all over the world.
My composition “Adam and Eve” is in a sense
apedagogical piece, addressed to an elementary
school audience. It was written for different
flutes, guitars, English horn, cello, gong,
bassoon, African drum, double bass, “long-
tubed” didjeridoo, and piano, the latter played
only inside.

I have written three bassoon pieces which
I consider to be especially representative of
my work. “Dune,” which was inspired by
the science fiction novel of Dune authored
by Frank Herbert, incorporats a variety of
exotic, non-standard sounds for the bassoon,
and involves taking the bassoon apart and
blowing through different parts of it, to
achieve exotic noises. However, all of these
sounds are ordered together to produce a
coherent dramaturgy. “Dune” was for a long
time considered to be my signature piece, until
I wrote “Zanzibar.” The latter piece develops
some of the ideas of “Dune” in an even more
radical and experimental way. In “Zanzibar”
the bassoonist must morph the bassoon, which
means, take it apart and use its constituent
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parts to produce exotic noises, depicting
the noises of an African jungle — the call of
elephants, the beating of wood from bamboo
trees. The performer also pronounces the
words “Zanzibar,” “Africa” and “Tanzania,”
bounces a ping-pong ball on the floor and does
an assortment of other theatrical gestures. My
bassist Jeroen Paul Thesseling told me that he
came here especially from Amsterdam largely
to hear me play “Zanzibar.” It was my intention
not to repeat what was successfully used in
“Dune.” A third piece for solo bassoon is called
“Urartu,” and it involves improvisation and
the participation of the audience. I performed
“Urartu” at the festival “Europe-Asia” in
Kazan, Russia, and the audience participated
as part of my performance and recited numbers
in an ancient language. I played it only once
after that, in New York, for a large audience at
an all-day Microthon in 1999.

Another piece of mine is called “Talibanned
Buddhas,” which is a very philosophical work,
composed for an ensemble of four instruments:
contrabassoon, cello, bells and gong. It was
conceived after the destruction of the Buddha
statues in Afghanistan in 1997, four years
before the tragedy of September 11, 2001. I
formed the main conception of the piece in my
mind, and there was not a single note written
on paper, since it is entirely improvised and
involved verbal instructions for performers.
It presents a coherent structure, which an
audience may easily grasp. And it presaged,
ominously, what came afterwards. It is virtually
impossible for me to perform it again — it is a
case where it is appropriate to give a musical
composition only one concert performance. At
the same time, it was recorded on my CD album
titled “Bassoonist — Johnny Reinhard” (PITCH
P-200214) on which I perform contemporary
microtonal music featuring bassoon and
contrabassoon.

Interview prepared by Dr. Anton Rovner
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ANHAMUYECKOE ®OPMOOBPA3OBAHUE B KAHTATE
APHOADBAA LUEHBEPTA «YUEAEBLUMU U3 BAPLLIABDbI»

Hckycemeo — amo 8onib, KOomopwlii uz0arm oo,
nepescusarouue Ha coOCMEEHHOI WKype cyobdy Heno8euecmsd...
A. IlIénbepr

Ms Apnonpaa [lénbepra (1874—  ycmeBmiero mpuoOpecTu cTaTyc «odpasiay 3a-

1951) — Benukoro aBcTpUMCKOro  pyOexHol kinaccuku XX Beka.

KOMITO3UTOpa, IUpPMKEpa, mejarora, «”’Yuenesmuii u3 BapmiaBel” Breyarsiser
y4EHOTO, XYAOXKHHUKA, TPEJCTABUTENSl My- U MOTPSCAET caMblM HENOCPEICTBEHHBIM 00-
3BIKAJILHOTO 3KCIPECCHOHU3Ma, CO3/areiisi  Pa3oM — BbI3bIBAET MMOYTU HATYPATUCTUUYECKOE
JIBEHA/IIIATUTOHOBOM CHUCTEMbl KOMIIO3MIMU  OIlyIleHue Yyxaca. OTpuuarbh 3MOLMOHAIb-
— OJIHO U3 CaMbIX M3BECTHBIX B UCTOPUHU MYy-  HYIO U OOJIMYUTEIbHYIO CHUILYy 3TOrO IpPOU3BE-
3BIKAJIBHOTO HCKyccTBa. Ero TtBopyecTBO, jAeHUs Henb3sl. [IpucyTcTByromas 3aech mpe-
OKa3zaBlIee OIPOMHOE BIMSHHE Ha COBpE-  YBEJIMYEHHOCTb TOHYCA BbICKA3bIBaHUS HUKAK
MEHHHMKOB U IOCJIE0BaTeNIe, TEM HE MEHee, He MOXKET ObITh Ha3BaHa MCKYCCTBEHHOM, Ha-
HEKOTOpOE€ BpEMsI OCTAaBAJIOCh HE CJIMIIKOM JYMaHHOW WJIM HEYMECTHOMW, MO0 Mpou3Bele-
BoCTpeOOBaHHBIM. OJJHAKO IIOCJIEHUE JleCs-  HHE IUCAJI0Ch KPOBBIO CEpALA», — OTMEUYaeT
TUJIETUS JE€MOHCTpUPYIOT akTuBHBIM uccie-  C. IlaBnumun [8, c. 422]. Jlo6aBUM K BbI-
JOBATEJIbCKUM UHTEPEC MPAKTUYECKU KO BCEM  CKa3bIBAHMIO aBTOPA JIMIIb TO, YTO JIAKOHU3M
chepam Hacnenus riaBbl HOBOBEHCKOH IIKO-  COYMHEHUS, BEPOSITHO, €lI€ OoJiblle yBEIH-
nbl. [lepeBoaTcs Ha pyCCKMH A3bIK MUCbMAa U YMBAET CHIIY €70 BO3JCHCTBUS Ha CIIyIIATEs.
HayuHble Tpyabl LlI€nGepra, oqna 3a apyroii  Hacrosimast crarbst HaXOIUTCS B pycie YIo-
BBIXOJST B CBET MOHOTPA(QUU O KOMIIO3UTOPE  MSHYTBIX HMCCIIEOBATENIbCKUX pedieKcui,
[3; 8; 10], BHyIIUTEABHBIN IJIACT COCTABISAIOT  AKIEHTUPYS CHUMBOJIMYHOCTb COJAEpKAHUS,
U NyOJMKAIMK O MeJarOTHYeCKON JeATENIbHO-  OTPAXAIOLIYICsS Ha ICUXOJOTUU BOCHIPUSITHS
CTH, ICTETUYECKUX B3MIsAaX, OCOOCHHOCTAX  KaHTaThl, 0COOEHHOCTU ApPaMaTypruud U KOM-

€r0 MY3BIKIBHOTO SI3BIKA. MO3UIUH KOTOPOH TO3BOJISIOT ONPENCTUTH €€
B sTtom cwmpiciie kaHTara «YueneBmui u3  (HopMooOpa3zoBaHUE KaK OuUHAMUUECKOe.
BapmraBer» HuKoOrga He Oblma oOmeneHa My- B co3manuu mpou3BeleHUS TEPEKpPEeIn-

3BIKOBEYECKUM BHHMaHHUEM HU B Poccuu, HU ~ BaloTCs JIMYHbIE 00CTOSITEIbCTBA U3 OHOrpa-
3a pyOexoM. Hamportus, enuHornacHoe npu- (UM KOMIO3UTOpPAa U OOCTOSTENbCTBA OAHOM
3HaHHE €€ NOJJIMHHBIM IIEJEBPOM M BEHLIOM U3 CaMbIX JKECTOKHMX BONH B UCTOPHUM YEIIO-
TBOpuecTBa lllénOepra onpenenmio ycroitun-  BeyecrtBa. KanTtata Ui 4Tena, yHUCOHHO-
BbIi BEKTOp HCCIEAOBATEIBCKOTO HHTEpEca IO MYXKCKOTO XOpa M opKecTpa OblLia Hamu-
K 9TOMy counmHeHuto. Heyracaemoe xemanue  cana mo 3akaszy ¢onma C. A. Kycesuimkoro
MY3BIKOBEJIOB BHOBh M BHOBb OOpamiaTbCs K  BCKOPE IMOCJe OKOHYaHHWs BTopoit MupoBoit
HeOOJIbIIION KaHTaTe, HE MpeBbllIatonieil mo  BoHHBI (op. 46, 1947; npembepa — nexabpb
3BYYaHHUIO U CEMU MUHYT, Kbl pa3 jumb 1948 roxa). Ilpensicropus €€ cosznaHus Ha-
MIOATBEPKIAAET YHUKAIbHOCTh IIPOU3BENCHUSA, YHHAETCS ¢ npemnoxkeHus Kopuannel Xoxem
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(TaHIOBIIMITEI W XOopeorpada pPOCCUHCKOTO
IPOUCXOXKJICHUS) cliesiaTh 00paboOTKy OHOM
MapTU3aHCKOW MECHW, BO3HUKIIEH B TETTO
Bunbaioca. «OgHako B uUTOre M3-3a 3aIpo-
nieHHoro LlIéubeprom roHopapa 3To coTpyn-
HHYECTBO TaK W HE COCTOSIOCHY [3, c. 384].
A BepHee, He IPOAOJIKHIIOCH, TaK KaK B OT-
BeT Ha 3aka3 ¢ouaa C. A. Kycesuikoro LIEH-
Oepr npeaIoKuI yKe HayaToe UM OPKECTpPO-
BO€ COYMHEHME, TEKCT KOTOPOro B Ipolecce
paborel Hamucan caMm. «llomumMo pacckasa
Xoxewm, Illéubepr, mo-BUAUMOMY, ONUpACs
Ha BOCIIOMHUHAHUSl BEHCKOTO IHUCATENs, ApYy-
ra bepra 3ombl MopreHmrepHa, KOTOpPbIH
HEKOTOPOE€ BpEMsI HaXOJWJICSA B KOHIIEHTpa-
[IUOHHOM Jlarepe M OMHcall MEpPEeKUTOe TaMm
B aBToOHorpaduueckom pomane “Ilober Bo
®panmuo”» [Tam xe, c. 385].

Vxe B HazBaHuM KaHTathl [1IEnOepr cTpe-
MUTCSI TIO0Ka3aTh HEOYEBUJIHYIO, CKPBITYIO
OT TIOBCEIHEBHOIO B3MNISJa CBSI3b MEXKIY
Cyap0011 OTJIEIBbHOrO YeaoBeKa U MUpa B Iie-
JIOM, MEXIy JUYHOU Tpareauei um olieye-
JIOBEYECKOMU, Ile TYMaHU3M CTaJKHBaeTcs ¢
BapBapCTBOM, a UTOI 3TOrO CTOJKHOBEHMS
OTHIOAbL He mpeapeméH. Bmecre ¢ tem, ne-
pel HaMHu BOBCE HE TUNHMYHBIM oOpaszen my-
3bIKAJIbHO-CLIEHUYECKON JpamMaTypruu, e
napajuielbHO pa3BEPTHIBAIOTCS JIBa IUIaHA,
B3aMMOJIEHCTBYIOIIHNE APYT C IPYTroM, IOPOIO
B3aMMHO KOHKPETU3UPYIOIIHNE CIOKETHbIE 00-
CTOSITEJIbCTBA, OPOI0 MpUAAOIINE UM 0000-
MEHHOE 3BYYAHHUE.

Hpamaryprust «YuenaeBmero», KOHEYHO,
MOJKET OBITh MOHATA KaK JIBYIUIAHOBASI, HO IIPU
9TOM CJIeAyeT UMETh B BUIY €1IE OJJUH aCIEKT.
CyTb €r0 COCTOUT B TOM, YTO MPOPBIB K 0000-
HIEHHBIM UCTOPUYECKUM U STUYECKUM HAESIM
u KoH(pukTaMm Bo3MoxeH y LIIEnGepra Tomb-
KO 4epe3 MOCPEJCTBO CKYIOH U OOpPBIBOUHOMN
KOHKPETUKU COOBITUHHOTO CIOKETHOTO YpPOB-
Hs. B3msn, cosmaromuii KOHTYpbl I100aiib-
HBIX Ipo0JieM, PUHAIKUT HE MyOIuKe, He
KPUTUKY WJIM MCCIIEIOBATENI0, a MEPCOHAKY
U3 3TOro cobmiTHiiHOrO IUacra. Paccmarpu-
Bas BCE €ro Iva3aMi, NepexuBas U ycBauBas
€ro HWHJWBHYyaJdbHBIM YYIOBUIIHBIN OIBIT,
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HEBOJIBHO YCTPEMJISICLIbCS K BEYHBIM Ipo0Jie-
MaMm OBITHSI.

OAHOBPEMEHHO MPUXOAUT [OHUMAHUE,
YTO pacCy)KJI€HHUsI Ha OOIlKMEe TEeMbl BIIOJHE
BO3MOXKHBI U 0€3 MOCpeIHHKa-ylLIEIEeBIIEro,
nosiymMmu(uyeckoro nepcoHaxka kanrarel. Ho
TOT/Ia 3TO TOJILKO HAIIU PACCYXACHUS, U OHU
BOBCE HE 00s3aTeIbHO OyIyT MepeceKarbes ¢
TEMHU UJIESIMU U CMbICIaMU, KOTOPbIE XOUET J0-
HECTH J10 ciywartens kommnoszutop. [losromy
«YLEJIEBIINI» BBIMOJIHAET, KAK MUHUMYM, J1BE
cuMmBosinueckne GyHkuu. C oqHOM CTOPOHBI,
OH — MOCPEIHUK MEXIY BEUHBIMU MODPAJIbHbBI-
MU MpobeMaMU U YeJIOBEKOM, BOCIIPUHUMA-
o1uM npoussenenue. C Apyroi CTOpOHBI, OH
emé u crneuuuuecKuid MOCPEIHUK, MHTEp-
MPETUPYIOLINNA T BEUYHbIE WMJEU KakK Obl OT
JUIa KOMIIO3UTOPA.

PaccmarpuBast )kaHpOBYIO clieIUPUKY CO-
YUHEHHUS, TPEXKJE BCEro, HeoOXoaumo olpa-
TUTh BHUMAaHHE HAa OCOOEHHOCTH cCroxkeTa. B
TEKCTE€ KaHTaTbhl, OCHOBAaHHOM Ha YIOMSHY-
THIX JIOKYMEHTaJIbHbIX CBUJETEIbCTBAX, MOXK-
HO BBISIBUTH MHOT'ME Y€PThl IKCIIPECCUOHUCT-
CKOM Jpambl MPEIBOCHHBIX M BOEHHBIX JIET.
O0600IEHHOCTD U COOMPATEIBLHOCTH 00pa3oB
MPUCYIIU BCEM JIEUCTBYIOLIUM JIMLAM: «YLEe-
JeBUIeMy», HeMuaM M eBpesM. lIpuuém Bce
repou JIaHbl JINIIb B HAOPOCKaX, HECKOJIbKUMU
HITPUXAMH.

[loBecTBOBaHME HAET OT MEPBOrO JHULA
— Y4YacTHHKA COOBITHI, KOTOPBIA BBICTyHAET
TaKXe U B pOJIM ceprkaHTa win denbadedens,
BXKMBasiChb B UX 00pa3bl U OTJaBasi MPUKA3HI.
UyBCcTBYeTCS, 4TO OH IOCTOSHHO HAaXOJMUT-
Ci B COCTOSIHMU MoayOpena, mnomyOe3ymus,
MBITAsCh BCIIOMHUTHh U BOCCO3/aTh COOBITHUS
TOTO Tparudeckoro aHs. Ho Mbl Tak u He y3-
HaeM, Kak K€ yIaJloCh CHAaCTHCh ITOMY Ye-
JIOBEKY, NOHECIIEMY J0 Hac HE TOJIbKO CBOU
NepeKuBaHus, HO 00JIb U CTpaJaHus ThICAYU
JPYTUX, TAKUX ke Kak OoH, Jdroaei. Ero obnuk
pPa3MBbIT, Ha HEM OTIIEYaTOK CTpaxa, HaCUJIUS.
UepTsl €ro jula TPYyAHO MPEICTaBUTh, €CIIH
3TO0 BoOOIIEe BO3MOXHO. Benp HeT yBepeH-
HOCTH B TOM, YTO YILIEJIEBUIMN YEJIOBEK W3
BapmaBel — peanbHbId, a HE BBIJYMaHHBIN



G/\S\

Teopnga My3blku

2015,3

nepcoHax. M3 Texcra HEN3BECTHO — OCTAJICS
OH uB uiu HeT. Ckopee, 3TO — 1yX, CHMBOJI,
CTOJIKHYBIIHWCS CO 3JI0M M NPHOTKPBIBIINI
HaM 3aBeCy HaJl OJJHOM M3 CTpallHbIX TailH
YeJI0BEYECTBA.

[ToaTOoMy, TIpu cBOEH JOKYMEHTAJIBHOCTH,
CIOXKET, C OJTHON CTOpPOHBI, KaK Obl «BBIPBAH»
13 OOIECTBEHHO-UCTOPUYECKOTO U MOJIUTHU-
YECKOro KOHTEKcTa. XOTS C JAPYrom CTOpo-
HBI, 00JlajlaeT HEOOBIYAMHBIM KU3HEHHBIM
npasnonoaodueM, Oiaromaps OxBaTy B HEM
TOJIbKO HauOoJiee XapaKTepHbIX JeTajei Jei-
CTBUTEIBHBIX COObITHH. V3 Ha3BaHus KaHTa-
Thl MOHSATHO, YTO peub MOUAET 00 OIHOM M3
SMU30[0B BOMHBI — pasrpome ¢amucTaMu
BAPILIABCKOIO I'€TTO, KOIZIa B TEYEHHUE OJHOTO
HS oruOim Teicsun aroneil. OQHAKO B TEK-
CT€ HU pa3y HE BCTPETUTCS CIOBO «(halIuzm»
WK JIPyTHE TOATBEPXKACHUS TOTO, YTO JeH-
CTBHUE MPOUCXOIUT UMEHHO B mepuoi Bropoi
MUPOBOM BOHHBI. OTCYyTCTBHE KOHKPETHBIX
JATUPOBOK OYEHb OBICTPO IMEPEBOJUT IOBE-
CTBOBaHWE HA YPOBEHb BHEBPEMEHHBIX, CUM-
BOJINYECKU-OCMBICIICHHBIX Kareropui. Takum
o0pa3oM, MpPOCIEKUBAETCS BTOPOM, HaI-A0-
KYMEHTaJbHBIN IJIACT, B KOTOPOM JIEHCTBYIOT
CUMBOJIM3UPOBaHHbIE 00Pa3bl U MOHATHUSL:

— YeJIOBEK, OTAaHHBIN B )KEPTBY 3I1Y;

— CMEpTh, KOTOpas CTAHOBMUTCS COIO3HHU-
KOM 4Y€eJIOBEKa;

— HEOIpeNeNEHHAas I'PaHb MEXIY HILIIO-
3Ued U peansbHOCTHIO (TII€ WILTIO3HS Oymylie-
ro OCBOOOXKJIEHHSI Yepe3 CMepPTh CTAaHOBUTCS
JIOPOXKE, UEM HACTOSAIIAsl PEAIBHOCTh, KOTOpas
HE MPUHOCUT HUYEro, KpOMe CTpaxa, HO, He-
B3Wpas Ha 3TO, TpeOyeT OOphOBI 3a KU3Hb U
CaMOCOXpaHEeHUs).

OTOT MJaH COJEP)KaHMS CBS3BIBAET CIO-
KeT «Yuenesuiero u3 Bapmasey ¢ skcnpec-
CHOHMCTCKOM JIpaMOil CUMBOJIUCTCKOTO THIIA,
a TaKXe JpaMaTryprueil paHHUX COYMHEHMH
[Iénbepra, Hanpumep, ¢ MOHOApPaMon «Oxu-
nanue» op. 17 (1909), xoropas Obuta Hamu-
CaHa TAaK)X€ «HA OJHOM [JbIXaHUW». UemoBek
IIOCTAaBJIEH TaM HA I'PaHb PEAIBHOIO U Hppe-
anpHOTrO. Ha mpotskeHnn 4eThIpEX CLeH JKEH-
I[MHA HaXOAMTCS B COCTOSIHUU MPOCTpALUU,
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a e€ OTUyXIEHHOEC CO3HAHHME IIEPEIOJHEHO
CTpaxoM M JIBOMCTBEHHBIM OKHMJIAHUEM — HeE
TO CBOEr0 BO3JIIOOJIEHHOTO, HE TO €ro Tparu-
YECKOW CMEPTH.

[To cyTu, kaHTara MO-HOBOMY HHTEpIIpE-
tupyet Onuskue IlIEnGepry skcmpeccuoHu-
CTCKHME MHUPOOIIYLIECHUS, TJI€ HaJUYUE JIBYX
IJaCTOB  (peajbHOr0 U CHUMBOJIMYECKOTIO)
JeJlaeT CIOKETUKY TPOM3BeaeHUs 0oee 00b-
éMHON. Ecim mpuHATE BO BHMMaHHE, 4YTO
cuMBoJ (110 C. SIpoUHHBCKOMY) — 3TO BEKTOP
CMbICJIa, YKa3bIBaIOIIUN HampaBieHUE, B KO-
TOPOM JOJIKHBI YCTPEMHUTHCS MBICIH U UyB-
CTBa, TO MOXKHO OTMETUTH, uTo LLIEnGepr, mpu
BCEM BHUJAMMOMN JTOKYMEHTAJbHOCTH COYHUHE-
HUS, CO3J1a€T ellé U CUMBOJIMYHOE MOJIOTHO.
[Ipu sTOM Kaxpaas MONbITKA yIrIyOUThCA B
IIOHMMAaHUE CMbIC/Ia MPOU3BEICHUS UpeBaTa
BBIXOJIOM CO3HaHUs Ha Bc€ OoJiee MIMPOKUE,
0000UIEHHBIE CBSI3U: C HPABCTBEHHOCTBHIO,
n00poM, 3J0M, LEHHOCTBIO YeJI0BEUYEeCKOMH
KU3HU. ECcTecTBEHHO, UTO Takas «TeJIeCKO-
MUYHAsH CUCTEMa CMBICIOB TpedyeT ocoOoi
TeXHUKH BoruiomieHus. [Ipuyém mMMaHeHT-
HbI€ MY3bIKaJIbHbIE METO/Ibl Pa3BUTHUS TEM 00-
JIee CJIOKHBI, YeM Ipolie (Ha mepBblil B3MIAN),
JanuiapHee TEKCT; MHAue K€ HE PacKpbITh
ero ryOouHy U 0000IEHHOCTD.

O4eBUHO, YTO HAJIMYUE CIOBECHOTO TEK-
CTa BO BCEX BOKAJIbHBIX MPOU3BEACHUSIX CY-
IIECTBEHHO BJIUSAET HAa MY3bIKaJbHYIO (HOpMY.
WNHorna uMeHHO BepOasIbHBIN acleKT MOpOXK-
naeT ocoObie (POpMBI, CBONWCTBEHHBIE TOJb-
KO BOKaJIbHOM My3blke. Cpenu HUX CKBO3Has
— Hambonee cBoOomHAs W WHAWUBUIYATU3H-
poBaHHasi M3 Bcex ocTaibHbIX. [lo MHEHUIO
N. JlaBpenTbeBoil [7], CTeNeHb CIUTHOCTH
unu (GparMeHTapHOCTH YacTed ATOM (POpPMBI,
UX KOHTPAacThl, MaclITabbl U CTPYKTypHas
O0(QOpPMIIEHHOCTh MOTYT CHJIBHO OTIMYaThCs
Ipyr oT Jpyra. B cBsi3u ¢ 3TUM aBTOp BblJIE-
JS€eT TPU BEAYLIUX METOoJa TeMaTH4eCKOTro
Pa3BUTHS: KOHTPACTHOE Pa3BEPTHIBAHUE; KOH-
TPacTHOE CONOCTABJICHUE; €UHOE HEIPEPHIB-
HOE pa3BUTHE.

Hcxonst u3 npeobiagaHus B IpOU3BEIEHUN
TOTO WJIM MHOTO METOAA KOMITO3MIIMH, CKBO3-
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Hbl€ MY3bIKaJbHble (DOPMBI KiIacCUPULUPY-
I0TCs Ha Tpu Tuna: 1) ¢popma, ocHOBaHHas Ha
INPUHIUIIE KOHTPACTHOIO Pa3BEPTHIBAHUS; 2)
¢opMa, OCHOBaHHAsI Ha MPUHLHUIIE KOHTPACT-
HOTO COIOCTaBlIeHUs; 3) OecKOHTpacTHas
¢dopMa, OCHOBaHHAsI HA MPUHLUIIE HETPEPHIB-
HOI'O pa3BEPTHIBAHUA.

B xiaccudukanuu ckBo3HbIX (oOpM, AaH-
HOM rpynmoi JEeHUHTpaJCcKuX aBToOpoB [9],
[EPBOMY THUIIy COOTBETCTBYET CKBO3HAas He-
cTpoduueckas (KoHTpacTHasi) ¢(opma, BTO-
poMy — cKBoO3Has crpoduyeckas ¢Gopma H
TPEThEMY — CKBO3Hasl HecTpoduueckass (He-
KOHTpacTHasi) ¢popma.

Juuamudeckass ¢dopma aHATU3HPYEMOU
KaHTaThl 00J1aJJaeT YepTaMu CKBO3HOMN MEpPBO-
IO THUIIA, OJIHAKO, C SIPKO BBIPA)KEHHBIMU CIIE-
nU(pUUECKUMU OCOOEHHOCTIMH. 3AECh HYX-
HO Y4YMTBHIBaTh, YTO Ka)KJ0€ IPOU3BEICHUE,
HAIlMCaHHOE B CKBO3HON (OopMe, YHUKAJIBHO.
K Tomy ke, npaktuka XX—-XXI BexkoB o0pa-
30BaJla TAKOE pa3HOOOpa3ue KOHKPETHBIX XY-
JTIO’)KECTBEHHBIX ()OPM, UTO CIIEyEeT TOBOPUTH
0 cyry00 WHJIMBHIYyaJdbHOM BOIUIOLICHUU
OPUHIUIOB, CHOPMYIMPOBAHHBIX B TEOPHUHU.
HcuesaroT crepeoTunsl U, Kak CleICTBHE, BCE
MEHbIIIE MOYXXHO BCTPETUTh THUIIOBBIE CTPYK-
Typbl. JlJisi BBIpaXXEHUS CHUMBOJIMYECKOIO
conepxkanus LlIénOeprom npennpuHAT psg
CIELUAJIbHBIX MPUEMOB, OPraHU3YIOLIUX MY-
3BIKAJIBHOE IPOCTPAHCTBO. PaccMoTpuM HEko-
TOpbIE U3 HUX.

Hcnonp3oBaHue KOMMIO3UTOPOM  TPEX
A3bIKOB POJHHUT 3TO MPOU3BEIAEHUE C MOTET-
HOU Tpamuuuenl. [Ipu 3TOM KaxaoMmy S3BIKY
IpeAnuCcaHbl CBOSI poJib U 3HaueHue. Tak, aH-
MIMHACKUN — 3TO TOJ0C pacCcKa3uuka, HEMEI-
KMl — cUMBOJI (pamusma, JpeBHEEBPEHCKU
— CHMBOJI CTpPaJaHUsI U 36MHOI'O MCIBITAHUS
Jroelt 60rom (4To, B CBOIO OYepellb, OIPaB-
JbIBaeT mpucyTcTBHe 371a). Mcexonsd us aroro,
TEKCTOJIOTUYECKasi OCHOBA COCTOMT M3 ABYX
yacTtei: 1) mpuOIMIKEeHHONW K COBPEMEHHOU
peaJbHOCTHU, MPECTABICHHON aHIJIO-HEMEII-
KOI peubto; 2) HaJBPEMEHHOM, BbIpaKEeHHOMN
JPEBHEUBPUTOM B 3aKIIOYUTEIbHONW MOJIUT-
BE.
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Komno3unuss KaHTaTbl CKJIAJbIBAa€TCS U3
AT HEOOJIBIINX SMHU3010B-PParMeHTOB, Ka-
XKJIOMY U3 KOTOPBIX COOTBETCTBYET OT/EIbHOE
BOCIIOMUHAHUE Ieposi:

Onuzon 1 (1. 1-24; 1. 1-11 opkecTpoBoe
BCTYIUICHHE);

Onuzon 2 (1. 25-31);

Omuzon 3 (1. 32-53);

Omuzon 4 (1. 54-80);

Omuzon 5 (. 81, 95-99).

Bce snu3oabl — cruioniHbie KyJIbMUHALUU
C BO3pACTAIOIIE MHTEHCUBHOCTBIO, YTO IPHU-
BOJIUT K F€HEpaJbHOW B MOCJIEAHEM pasielie.
VYueneBumi 4elOBEK IOMHUT JIHUIIb CaMble
ocTpble (parMeHThl, Hauboyiee TMOPa3UBIINE
ero. EcrecTBeHHO, TepsieTcsl IPUUUHHO-CIIE]I-
CTBEHHas CBs3b, 00pa3ys KaapoBBIA HAOOp
KOIIIMApOB, CLEIUIEHHBIX MeXAy co0oi 1o
NpUHUUIY MoOHTaxa. [lpu 3ToM ToTanbHas
9KCIIO3UIIMOHHOCTh PEYU TIeposi, OXBaTblBa-
olias BCe 3MH30/1bl, co3AaET mpoliemy ajie-
HUs My3blKalibHOU (opmbl. [11EnGepr pemraer
e€ myTém pacnpeneneHus GyHKUUNA pa3BUTHS
Ha JBa npuéma, UCIONb3YIOUUX: 1) aKkTyanu-
3allMI0 ACCOLIMATUBHBIX CBS3€H CIyIIATEeNs;
2) cienu@uUecKre 4epThl My3bIKaJIbHOTO pa3-
BUTHSL.

OTtcyTCcTBUE B TEKCTE€ COOBITHIHBIX CBS-
3eil BOCCTaHaBIMBAET CaM CJIylIaTelb, KaK Obl
«JIOCTpauBas» IEJOCTHBIN cCroxkeT. OKoHYa-
TeiabHas (opMma NMPOU3BENECHUS CKIa/bIBAET-
csl y’)Ke B HauleM co3HaHuM. Takum oOpasom,
CONPSDKEHHOCTh ~ MaTepualia  JIONOJIHAETCS
SMOIIMOHAJIBHONW aCCOIMAaTUBHOCTBIO CIyIla-
TeJs, YTO MOPOXKIACT MHIUBUIYAIbHYIO Ou-
Hamuyeckyro Gopmy — GopMy, HaAXOIAIIYIOCS
«B JIBIDKEHHM», XOJl Pa3BUTHUsSI KOTOpPOMl MoO-
KET U3MEHSTHCS MOJI BIUSHUEM KaKUX-ITH0O0
¢aktopoB. OTMETUM TaKXe M UYEpPThl «Kpe-
uieHaAupyomein» gopmel (no B. Xononosoii),
YUYHUTBIBasi T€HEPaIbHYIO KyJIbMUHALIMIO B IO-
cienHeM paszeine. IMEHHO Tak ornpeaensercs
¢opma xanTatel B MoHOTpaduu H. Biacosoii.
OpHako aBTOp UMEET B BUIY « ... HE CTOJIBKO
JUHAMUYECKUN, CKOJBKO JApaMaTyprudyecKui
npobunb counnenus» [3, c. 386]. HelicTBu-
TEIbHO, TMHAMUYECKUHN (PaKkTop 37€Ch «HE OT-
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BeUaeT» KpemeHaupymouieit gopme (a oH 1y
He€ uMeeT O0JIBIIIOE 3HAYCHHUE).

B cnenuguxe xe My3bIKalbHOTO pa3BUTHUS
MpeasiaraeTcs caenarb akKleHT Ha ClelyIolue
acrnekThl: 1) ucnonb30BaHNe CEPUNHON TEXHU-
KM B COYETAHUU C TPAJAULIMOHHBIMU METOJaMU
pa3BuTHUs; 2) poiib OPKECTpa B JIpamMaTypruu
MIPOU3BECHUS.

OTkpbIBaeTcs KaHTara MPOH3UTEIbHBIM
CUTHAJIOM TpyOBbl, KOTOPBIA MOIXBAaThIBAET-
Csl TPEMOJIO CKPHUIIOK, a 3aTeM KOHTpabacos.
JIBOWHOW COCTaB OpKECTpa YCHIIEH Tpems
TpyOaMu U TpoMOOHaMU, pacIIMPEHHON yaap-
HOUW TpyNIIOH, B CTPYHHBIX — II0 IIECTh BHO-
JIOHYENeN U KoHTpabacoB. «SIcHo omymiaeTcs
MMOIYMHEHHOCTh BBIPA3UTEIbHBIX CPEICTB BO-
IJIOLIEHUIO COIEPKAHUS TEKCTa», — OTMEUYaeT
C. IaBaumun [8, c. 422]. Cpa3y xe mnpen-
CTaBJIEHbI JBEHAJILIaTh 3BYKOB IEPBOW CEpUU
npousBenenus (fis-g-c-as-e-dis-h-b-f-a-cis-d).
OHa cOCTOUT U3 JIByX CErMEHTOB IO ILIECTh
3BYKOB, BKJIIO4Wasi BEpTHUKalbHbIEe 0OpazoBa-
Huda. XapakrepHo, uyto IlIEnGepr couertaer B
9TOM MPOU3BEACHUM A0ACKa()OHHBIH METOJ
C TaKUMH TPAAUIMOHHBIMU (OpPMAMHU H3JI0-
KEHUS U Pa3BUTHsI, KaK HCIIOIb30BAaHUE Ya-
CTU CEpHUH B BHJIE JECHTUHTOHALMU. DTy POIb
BBITIOJIHSIET MEPBBIA CETMEHT, MOSBIAACH, KaK
CUTHaJ noabéMa (IpeuMyIeCTBEHHO y TPyObI
coJsio, mpuoOperast QyHKIUIO JeHTTeMOpa) B
[IEPEJIOMHBIX JAPaMaTyprudecKuX MOMEHTaXx.
JleiiTTeMOpOBYI0 (PYHKIMIO BBIIIOJHSIOT U
npobu majoro 6apabaHa, UCIIOIB3YEMbIE KOM-
[IO3UTOPOM KaK Ha30MJIMBOE HAlOMHHAHHUE O
HEYeJIoBeYeCKoil aTrmocdepe JiarepHoro 3a-
kitoueHus. Takum oOpasom, JocTuraercs He
TOJIbKO KOHCTPYKTHUBHOE €IMHCTBO, HO U BO3-
HUKAIOT TeMaTUYeCKUe apKu, CKpeIUIsiolne
pasnensl GopMmbl. 3a mepBbIM TPYOHBIM BO3-
[JJaCOM TOHBI CEPHUH 3BYyUaT Yy Pa3IMYHbIX HUH-
CTPYMEHTOB, MOBTOPSACH MPU MOMOILU OCTHU-
HAaTO U TPEMOJIO.

Emé onun Temarnuecku-3HauuMbIi (par-
MEHT BO3HHMKAaeT Iepe]l BCTYIUICHHEM uTela
(1. 11). MoTuBHbBIE 00pa30oBaHus B OpKECTpeE
B BHJE COYETAHUS MEJIOAMYECKUX CENTUM
y KJIapHETOB M HHCHAJaronleil Lenu BOCXO-

ISIIAX CEKYyHJ Yy CKPHUIOK, 00pa3oBBIBAIOT
YYaCTOK, BBIMOJHSIOMANA (QYHKIUIO 3aKIIIO-
YUTENBbHON «KaJIeHIu». [lanee oH e TOBTO-
PUTCS MIPU 3aBEPIICHUH TPETHETO pas3jena, u3-
MEHHUTCS JINIIb HHCTPYMEHTOBKA (T. 51).

[TomuMoO HavalbHOW, B KaHTaTe Cylle-
CTBYeT W OCHOBHas CepHs, CTAHOBJICHUE
KOTOPOH MPOHMCXOIUT mocTeneHHo. OHa xe
SBIISIETCA U TEMOM APEBHEEBPEHCKOrO0 T'MM-
Ha. B konune mepBoro pasnmena (¢ 1. 19) Ha
pianissimo, xak Obl emé Brajieke, Ha (QoHe
TPUOJBHOTO JBM)KCHUS CTPYHHBIX, y 3a-
CYpAMHEHHOH BalTOPHBI 3BYYUT €€ repBas
nosoBuHa. [Ipum 3TOM B Tekcte yTena MUAET
yIOMUHAaHHE O cTapoil monutee. Takum 00-
pa3oM, MY3BIKaJIbHBIA PSJ OOBEIUHSIETCS C
TEKCTOM, TOATOTABJIMBAs CIyHIaTessl K 3a-
KJIIFOUUTEIIFHON MOJUTBE, TJI¢ OCHOBHAs Ce-
pUS IPO3BYYHT I[ETUKOM.

Pones opkecTtpa B NpPOU3BENEHHH MHOTIO-
MepHa. OH HE TOJBKO Y4acTBYeT B KapTHH-
HO-M300pa3UTENBbHBIX MOMEHTAX (BBIIIE OTIH-
caHHbIC (DparMeHTHI WK, HATIPUMEP, BBICOKAs
TpEIb, aCCOIMHUPYIOMASCS C PE3KUM 3BYKOM
CBUCTKA), HO ¥ BBITIOJNHSET IOITEKCTOBYIO
(GYHKIMIO, OPTaHWYHO CIIHMBASICh C TMapTHEH
yrtena. boratas temMOpoBas mamutpa Crocoo-
CTBYeT 3TOMY. Pa3nen BOCIIOMUHAHHS O POJI-
HBIX (BTOpOi 3nu3of, 1. 28—30) conmpoBoka-
IOT B3BOJHOBAaHHBIE TEMOpPHI ICPEBSHHBIX WU
CTPYHHBIX. DTH30]] TOPOIUIMBOTO JBIIKEHUS
Y3HUKOB (TpeTuii pazzaen, T. 35-37) opkecTpo-
BaH NMPEHMYIICCTBEHHO ICPEBSHHBIMH JIyXO-
BEIMH. B 3TOM %€ pasnene, nepen mosiBIeHuEM
¢benpadedenss © B MOMEHT €ro pedH, y KCHU-
nodoHa MOBTOpPSIETCSI MOTHB B JyXe Mapiia,
BBI3bIBAsl ACCOIMAIMM C MEXaHHCTHYECKHM,
0e3nynIHBIM 00pa3oM. AHTHUIIOOM CITY)KUT
TEMOp BHOJOHYENN C MPOTSHKEHHONW MEJIOIH-
€, OTBEUYAIOIIEH « ... TOMY 3MHU30/ly pacckasa,
KOTJa “CBUAETENH MajlaeT OT CUIBHOTO yapa
MIpUKJIAIoM» [TaM xe, c. 423].

[yOnupoBka 3xe TpPOMOOHOM 3aKJIIOYH-
TEJIBHOTO XOpa YCHIMBAET €ro MYKECTBEH-
HbII 1 HEMOKOPHBIA 00pa3-CUMBOJ, ITpUAaBas
0co0y10 TOP>KECTBEHHOCTh 3TOMY MOMEHTY.
[TomrMo TEeMOpOBBIX XapaKTEPUCTHK, Op-
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KECTp WMIpaeT U KOMIIO3UIIMOHHO-ApaMaryp-
TUYECKYIO pOJib, CKPEIUIsisi TKaHb KaHTaThl Te-
MaTUYECKU 3HAYMMBIMH (pparMeHTamu. Peun
uaET 00 YIIOMHUHABIIIEMCS paHEE OPKECTPOBOM
y4acTKe, KOTOPbIH BBINOIHIET (QYHKLHIO 3a-
KIIFOUUTENbHON «KaJIEHLIUNY.

Bwmecre ¢ Tem, nocTeneHHoOe «cOOMpaHue»
OCHOBHOI cepuu B €IMHOE LEJ0€, a TaKkKe
OPUHIUI TEeMOpPOBOro HaKOIUIEHUs (YyBeEJU-
YeHUE KOJMYECTBA OPKECTPOBBIX MapTUH K
KOHITY IPOM3BEJEHHUS) IO3BOJISIOT TOBOPUTH
0 MeTo/ie CUM(OHUYECKOTO Pa3BUTHUS B OpKe-
cTpe. B kakoii-To cTeneHu ykazaHHbIE KOMIIO-
3UIMOHHBIE IPOLIECCHl 3aMEHSIOT TeMaThue-
cKylo paboty. OTMETHM TakKke 0CcO0yI0 POjb
YBEJIUYEHHOTO TPE3BYUHsI B 3BYKOBBICOTHOM
OpraHu3aly KaHTaTbl, 0 4€M HOAPOOHO MHU-
met H. Bmacora [3], oOpamass BHuUMaHue Ha
TO00OTBITHYI0O UHTEPIPETAIUIO « YIICIEBIIETO
u3 BapmaBel», NpuHaIexKallyl0 HEMEIKOMY
Mmy3bikoBeny K. HImwuary.

XapakTepHO, 4TO LIEJOCTHBIM IOKa3 oc-
HOBHOH cepuu (3aKJIIOYUTEIbHAs MOJIUTBA)
SABJISETCA W T€HEPaJbHOM KyJIbMHHAIIMEH CO-
YUHEHHS, COBMAJAIONICH C TOYKOM 30J10TO-
ro cedenus. [logroroBka e€ HauumHaercs ¢
T. 72, OTMEUEHHOTO peMapKoil «accel. e cresc.
poco a poco». TeMn M AUHAMUKA HEYKJIOH-
HO HApacTalT, pedyb uTella CTaHOBUTCS BCE
6osnee BO30YXKJIEHHOM, MOCTENEHHO MOAKIIIO-
YalOTCS BCE MapTUU OpPKECTpa W Ha CJIOBa!
«ShemaYisroel» (Cnywaii, WU3pauns) my3si-
KaJIbHasl TKaHb CJIOBHO B3PBIBAETCS.

HeoxxuynanHo Hajg 3TUM XaoCOM BO3HHKa-
€T JpeBHEEeBpeiicKkas MOJIMTBA, TEKCT KOTO-
poi B3AT U3 BeTxoro 3aBera M MCIOIB3YETCA
y UyJeeB B KayeCTBE €KEIHEBHOW, a TaKke
npeacMepTHON MoUTBBL. Sprechstimme ute-
1A IIPYU ITOM CMEHSETCSI TOUHO UHTOHUPYEMOI

MapTUEeN MYXKCKOTO XOpa, 4TO NOMYEPKHUBA-
€T ero ocoOyro BBIpa3UTEIbHOCTh. Beryruie-
HHE K€ XOpa BMECTO OJHOTO pacCKa3zyuka B
CaMOM KOHIIE IPOMU3BEICHHUS, K TOMY XK€, B
YHHCOHHOM 3BYYaHHH, IPUAAET MCAIMY 4Yep-
Thl BCEOOIIHOCTH M TOHKO AaKIIEHTHUPYET €ro
KyJIbMUHAIlMOHHYIO pojib. B equHOM mopeiBe
[IPUTOBOPEHHBIE K CMEPTH JIIOIU CIIOHTAaHHO
BCIIOMMHAIOT JPEBHEEBPEUCKNNA JTyXOBHBIN
TUMH (CBOIO PEIMTHO3HYIO IPUHAIEKHOCTD),
BCEI/Ia «KUBYIIUI» B UX cepAaunax. ABTOOHO-
rpaduueckas mnapajjiellb B JaHHOM cllydae
Hen30eKHa: BBIHY)KJICHHBIH 110 H3BECTHBIM
npuurHaMm NokuHyTh I'epmanuto 11IEnGepr B
[Tapuxe nmpoién oOps1 BO3BpaIIeHUs B JOHO
nyaausma (0 3TOro OH MPUHAJIEkKA K JH0Te-
PAHCKOI1 LIEpKBHU).

Wrak, pasnmensl KaHTaTbl, MOCTPOECHHBIE
10 MOHTQ)XHOMY IPHUHIIUILY, YEPEIYIOTCS Kak
KaJippl OOPBIBOYHBIX BOCIIOMHHAHUH, 00pa3ys
JUHAMUYECKYI0 (hOpMY MPOU3BEACHUS, TPYI-
HO Ipe/icKa3yeMylo, Harojo0ue CMEeHBbl Iia-
HOB B KuHemarorpade, mopoi, O4eHb PE3KOH,
«TIOAXJECTHIBAIOIIEN» 3MOLMU BOCIPUHUMA-
omero. Jlonsg HempenackasyeMOCTH IPHUCYINa
U BOCCO3JAHUIO LIEJIOCTHOTO CHKETA, KOTO-
PBIN KaxkJbIi pa3 OyzeT MHANBUYAIU3UPOBAH
MIPUPOAON YEIOBEUECKOro BooOpaxeHus. Jra
CKBO3Hasi JWHAMHKA aCCOLMALM U COCTaB-
J€T BUJIMMYIO, HENOCPEICTBEHHO BOCIIPHU-
HHUMaeMyI0 4acTh XyJOK€CTBEHHOI'O 3aMbICIIa
counHeHus. CKpbITas ’Ke OT CIyLIaTeNsi HHTO-
HallMOHHas paboTa, MPUBOASINIAS K TOCTEIEH-
HOMY «COOMpaHHIO» OCHOBHOI CepuM, TEeM-
OpoBO-TEMaTHUECKUE apKH, CKPEIUISIoNIne
TKaHb IPOU3BEIEHUS, SBISIOTCS KPENKUM
¢dbyH1amMeHToM, 00eclneynBalOIUM KOMIIO3HU-
LMOHHYIO 1LIeJIoCTHOCTh KaHTaThl IlIénGepra
«Yuenesmuii u3 Bapmasb.
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AMHamunueckoe hopmoodpa3oBaHue B KaHTaTe
ApHoabaa LLIéHGepra «YueaeBLuunii u3 BapluaBbi»

K umcny moamuHHBIX My3BIKQIBHBIX IIEIEBPOB ABAIATOTO BEKA MO MPaBy MPHUHAMICKUT COUNHEHNE BEITUKOTO aB-
cTpuiickoro komrosutopa ApHonpaa IIénGepra «YueneBmuili 3 BapimaBel»y. DMOIMOHANIbHAS CHJIA BO3IEHCTBUS
MIPOU3BEICHUS, HAITMCAHHOTO «KpoBbIo cepanay (C. [laBmuimmH), HACTOIBKO BBICOKA, YTO 3aCTABISET MY3BIKOBEIOB
BHOBB M BHOBb BO3BPAIIATHCS K HCCIEAOBAHHIO €T0 YHHKAIBHBIX CBOMCTB.

ABTOp CTaThH PacCMaTPHUBAET OCOOCHHOCTH ApaMaTypruy M KOMITO3UIINH KaHTATHI, 00YCIOBICHHBIC CHMBOINY-
HOCTBIO CoJlepyKaHus, orpeaessis (opMooOpa3oBaHue omyca Kak JUHAMHUYecKoe. Mcronb3ys NpUHIUIIBI MOHTKHON
KOMITO3HIINH, MIPEETBFHO PAa3ABUHYB PaMKH MY3bIKaJbHON BBIPA3HTEIBHOCTH, KOMIIO3UTOPY YAAJIOCh CO3JaTh OIYC,
OJM3KHMI  XY/IO)KECTBEHHO-IOKyMEHTaJIbHOMY KHHEMaTorpady, MoBeCTByIeMy 0 3BepcTBax ¢ammuszma. M3-3a cme-
meHns GopMaToB (JOKYMEHTAIBHOTO U Xy[JO)KECTBEHHOTO0) aKTHBHO oOpamaer Ha cebs BHUMAaHNE HaJ-TOKyMEHTalb-
HBIN TUTACT, TJI€ CAMOCTOSATENIFHO JCHCTBYIOT CHMBOJIHYECKHE 00pa3bl U MOHTHS.

Hogaropckue uzobperenus 11Iéndepra — Sprechstimme B mapTuu uTera, CepuiiHasi TEXHUKA B COUCTAHUH C Tpa-
JTUIMOHHBIMHA MY3bIKaJIbHBIMH METOJaMH Pa3BUTHsI, MHOTOMEpPHAs POJIb OPKECTPa — HAMPABICHBI HA aKTyaJIn3aIliio
CKBO3HON JAWHAMHKH CIYIIATENbCKUX accoruanuidi. OpraHudHOe CIUIETEHHE Pa3IMYHBIX CIIOCO0O0B MUChMa 00pasy-
eT JUHAMHYECKYIO XYJ0KECTBEHHYIO (POPMY COUMHEHHsSI — JUCTAPMOHMYHOTO MO AMOIMOHAILHOMY BOCHPUSITHIO, HO
YAMBHUTEIBHO TAPMOHHUYHOTO IO TEHHAIBFHON TOYHOCTH MCIIOJIB30BAHHUS BCEX KOMITO3HIIMOHHBIX CPE/ICTB.

KaroueBsie cioBa: ApHouba [LIEHOEpT, My3bIKalbHBIN SKCIPECCHOHU3M, KaHTaTa, JoaekadoHus, Gopmoodpaso-
BaHUE
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Dynamic Form-Generation
in Arnold Schoenberg’s Cantata “A Survivor from Warsaw”

Among the genuine musical masterpieces of the 20th century one may rightfully acclaim the composition of the great
Austrian composer Arnold Schoenberg “A Survivor from Warsaw.” The emotional force of impact, inherent in this
work, written “with the blood of his heart” (S. Pavlishin), is so great that it causes musicologists to return continuously
to research of its unique features.

The author of the article examines the peculiarities of the cantata’s dramaturgy and composition conditioned by
the symbolism of the content, defining the form-generation of the opus as being dynamic. Utilizing the principles of
collage composition, having greatly spread out the frameworks of musical expressivity, the composer was able to
create an opus that is close to an artistic-documentary cinematographer narrating about the brutality of Nazism. Due
to the intermixture of formats (the documentary and the artistic) the supra-documentary stratum, in which symbolic
images and concepts operate independently, actively calls attention towards itself.

The innovative inventions of Schoenberg — Sprechstimme in the part of the singer, serial technique in connection
with traditional musical methods of development, and the polyvalent role of the orchestra are directed towards the
actualization of the through dynamics of the auditory associations. The organic interlacement of various means of
writing forms the dynamic artistic form of the composition — disharmonious in its emotional perception, but remarkably
harmonious in its ingenious precision of use of all compositional means.

Keywords: Arnold Schoenberg, musical expressionism, cantata, dodecaphony, form-generation
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O HEKOTOPbIX OCOBEHHOCTSX )KAHPOBO-CTUAEBOT'O BAPBMPOBAHUS
B LUMKAE CTPOTMX BAPUALIMUN HA TTPUMEPE
«TEMbIl C BAPUALIMAMU» AASI DATOTA U ®OPTENMMMAHO b. ABAPMOHACA

XX BEK B My3bIKaJIbHOM UCKYCCTBE — I10Ka-
Jayd, camoe OnaronpusiTHoe Bpemst [uis 0000-
LICHUS] CJIOKUBLIMXCS Tpaauuuil B oOnactu
KJIACCUYECKUX MY3bIKaJIbHBIX (hopM. MHoro-
o0Opa3Hble XY/I0’)KECTBEHHO-CTUJIEBBIE HAXOJI-
KU B cepe My3bIKaJIbHOIO SI3bIKa, HOBEIINe
pUEMBI KOMITIO3UTOPCKON TEXHUKH OPraHUYHO
COYETAIOTCsl ¢ 3aKOHAMU KJlacCHuecKoro ¢op-
MooOpa3oBaHusa. B TpakToBke BapualMOHHON
dbopmbl B cepenuae XX BeKa BO3OOHOBIISAETCS
TBOPYECKUN HHTEpPEC KOMIIO3UTOPOB K CTPO-
UM BapUalysaM, KaK KJIaCCUYECKOMY BapUaHTY
(hopMBI, BKITIOUAIOILIEMY B c€0sl BCE MPUHIIMUIIBI
pa3BUTHS TEMAaTUYECKOrO MarepHuajia, B TOM
YHClIe CaMble PaIMKaJIbHbIE — MOTUBHOE Pa3BU-
THE, KaHpoBasi TpaHchopmalus TEMbl, METOJ
XyJ0’KECTBEHHO-BPEMEHHOMN CTUIIN3ALIUU.

CymHocTh oOoramieHuss TeMbl 0e3 3Ha-
YUTEJIbHBIX M3MEHEHMH — OCHOBa OIpele-
JaeHust (popMbl CTPOrMX BapualMi, TaHHOTO
T. C. bepmanckoui [2, c. 174]. Onpenenenne
BapHUaIMOHHOHN (OPMBI, IPEACTABIIAIONIEH CO-
001 U3JI0)KEHHE TEMbI U psiJ] €€ BUIOU3MEHEH-
HBIX MOBTOpeHUM, mpennoxeno JI. A. Masze-
aeMm [7, c. 250]. Ucxons u3 maHHBIX MO3UITUH,
OYEBUJIHO, YTO OCHOBOIOJIAralOLIUi METO]
Pa3BUTHUS B KJIIACCUUECKUX CTPOTUX BapHallM-
X — (aKTypHO-OpHAMEHTaIbHOE Tpeodpa-
30BaHMe Temarus3ma. bepimajckas oTmeuaer
TOCIOACTBO MEJIOAMYECKOW OpHaMEHTaluu
B Da3BUTHM MaTepHaja U BTOPOCTEIEHHYIO
poiib (pakTypHbIX INpeoOpa3oBaHMl B Bapua-
uusx B. A. Mouapra, Toraa Kak JJisi BapHanu-
OHHBIX IIUKJIOB . T"atimna m JI. berxoBsena, 1mo
e€ yOexxaeHuto, GpakTypHble Mpeodpa3oBaHus
«...CTAHOBSITCS OCHOBHBIM BBIPAa3UTEIbHBIM U

NENUCTBEHHBIM (DAKTOPOM B UBMEHEHHUH TEMBbD»
[2, c. 195].

Mexay TeM, B XO/ie aHaju3a Xy[J0)KeCTBEH-
HBIX 00pa31oB (POpMBbI KJTACCUYECKOM U JOKIIac-
CHUYECKOM AMOXH, CTAHOBUTCS OYEBUIHBIM, YTO
3TO HE COBCEM Tak. B mpoTrBOBEC OOIBIIMHCTBY
CJIIOKMBILIUXCSA  ONPEAEICHU BAapUAlMOHHOMN
(dhopMmbI, Kak (OPMBI, OCHOBAHHOM Ha TPUHITUTIE
BHJIOM3MEHEHHOIO 1OBTOpa, E. A. PyubeBckas,
oneHnBas npasory B. A. I{ykkepmaHa B xapak-
TEPUCTHKE BapUAILIMOHHOMN ()OPMBI OTHOCUTEb-
HO €& «mpeogonenus» [15, c. 9], ormeuaer «...
CJIOKHOCTh B3aMMOOTHOIIEHUN TEMbl U BapHa-
Ui, HecoOumMocmy Pa3BUTUS K BUJOU3MEHEH-
HOMY TIOBTOpPY [KypcuB Haul. — E. M., M. X.]»
[11,c.239].

O cTpemileHnH KOMIIO3UTOPOB K TaK Ha3bl-
Ba€MOMY OTXOJy OT TPaJUIMOHHBIX MPHUHIIU-
[I0OB BApbUPOBAHUS, O IMOSBICHUU MPU3HAKOB
CBOOOJIHBIX Bapualuil B CTPOroil BapuaIMOH-
HOM popme nuiiet bepianckas, OpUEHTUPYSCH
Ha 33 Bapuanuu Ha TeMy Bajbca A. [luabemnnu
JI. berxoBena. [lepnoanyecku BecTpedaroniuecs
B [IPOM3BE/IEHUH 3JIEMEHTHI )KAHPOBOCTHU — 3TO,
[0 MHEHHUIO aBTOpa, JHILb OTAENIbHbIE LITPU-
XU, HE SIBJISIFOIIMECS ONPEEISIIOIIUMU HU JJIs
berxoBeHa, HM KJIaCCUYECKOTO CTHJISA B LIEJIOM
[7, c. 195]. PyubeBckasi, BOIPEKH CIIOKUB-
LIMMCS TIPEACTaBIEHUsIM 0 (opMe, YKa3bIBaET
Ha XapaKTepHOCTb M IIMPOKOE NMPUMEHEHHE B
CTPOTHX BapHalUiX «...CaMbIX PaJUKaJIbHBIX
crioco00B 00Pa3HOTO NEPEBOTUIOMICHUS» — MO-
TUBHOTO Ppa3BUTHs, >KaHPOBOM TpaHcopma-
MM TeMaTu3Ma HE TOJbKO B KIACCHYECKUX,
HO U JIOKJIACCUYECKHX BapHallMOHHBIX ITUKJIaX.
B xauectBe nmpumepoB OHa NpuBOAMT [o0JbI-
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oepr-sapuanuu U. C. baxa, kak npou3sBeneHue,
OCHOBaHHOE Ha pe3Koil 00pa3Hoii TpaHchopma-
MY TeMaTh3Ma, U Bapualiy U3 NepBON YacTu
doprenmnannon conarsl 4 dur B. A. Mouapra,
KaHPOBO-OBITOBAasi OCHOBAa KOTOPBIX peajn3y-
€T MPOTHO3 Ha COHATHBIM IMKI B menom [11,
c. 240]. ToBopss xe O MO3IHEM TBOPYECTBE
JI. berxoBeHa, PyubeBckas yka3blBaeT Ha HAJIN-
Yyhe TJIaBEHCTBYIOIIETO IMPHUHIMIIA KOHTpacTa
B OpME — JHCAHPOBO-CMUNEB020 KOHTpACTA, —
OpUEHTHUPYs YUTATEsl Ha BapUALMOHHBIE 1IH-
kil puHasnoB Conat Ne 30, 32. YKanpoBo-cTu-
JIeBOM KOHTpAcT BIEYET 3a coOOil ycuieHue
3HAYMMOCTU B (hopMe NPOU3BOJHOIO TeMa-
TU3Ma, 00pa30BaHHE KOHTPTEHIACHLIMHU (OPMbI
— 00beIMHEHUs] BapHalluii B TPYIIIbI, BOZHUK-
HOBEHME B BapUaLlMOHHOMN (hopMe KOMITO3ULIUI
BTOPOTO IJIaHa, MPOSIBIIEHUE B BapUallMOHHOMN
(dopMme ByX OCHOBHBIX TEHJICHLMH Kjaccuye-
CKOW (hOpMBI — IIEHTPOOEKHON U IIEHTPOCTpE-
MUTEIBLHOM [TaM ke, c. 241].

Tema ¢ Bapuanusimu 111 parota 1 GopTenu-
aHo (1946) nurtoBckoro xomnosuropa bamuca
JIBaproHaca — OIMH U3 HEMHOT'MX CIy4aeB 00-
palieHus My3blKaHTa K BapHallMOHHOU Qopme,
€€ KJIaCCU4EeCKOW Pa3HOBUIHOCTU — CTPOIMM
BapuauusM. TuIl BUIOU3MEHEHHOTO IOBTO-
pa Marepuaina B BapUalUsiX — BapUaI[MOHHBIH
B COYETAaHMM C BapUAaHTHBIM. B HEKOTOPBIX
BapHallUAX HaJIWLO CBOOOAHOE oOpalleHue
C TEMOMH, 4TO cO37aéT MIUTIO3UI0 (OPMBI CBO-
O0oaHbIX Bapuauuid. [Ipu MHOTrOUMCIEHHBIX U
pa3HOOOpa3HbIX TeMaTUYEeCKUX MpeoOpa3oBa-
HUSIX, KaCalOIUXCS MY3bIKaJIbHO-SI3bIKOBBIX U
CUHTAKCUYECKUX OCOOEHHOCTEW, COXpaHEHUU
HEM3MEHSIEMOM TEMaTHYeCKOM OCHOBBI, HaM-
Oosee XapaKTepHBIMU Ui JAHHOTO BapHallu-
OHHOT'O IIMKJIa SIBJISIFOTCS )KaHPOBBIE MPeodpa-
30BaHUs TEMbI, BOIUIOMIEHHBIE B 0COOEHHOCTSIX
dbopMo0Opa3oBaHKsl U TEMAaTUYECKOW PaOOTHI.
[Io HOpMaTuBYy CTpPOruX Bapualuil, B BApHUaLH-
OHHOM LIMKJIE KaHPOBOE BapbUPOBAHUE TEMBbI
BIIOJIHE YMECTHO, €CJIM B LIUKJIE MHOTO BapHa-
LIUH U LIEJIbIO )KaHPOBOT'O BapbUPOBAHUSI CTAHO-
BUTCSl oOoraiieHue TeMbl 6e3 TpaHchopManuu
e€ cymHocTH. [IpuMedarenbHO, 9YTO LUKIT CTPO-
UX BapHalUil ompenensercs Kak >KaHpOBBIE

BapHallly B TOM CIIy4yae, €ClId B HOTHOM TE€KCTE
He 0003HAYEH JKaHp KaXIOW Bapualluu, U MpU
OIpe/IeNICHUN >KaHPOBOW Pa3HOBUAHOCTU Ba-
puanuii paboTaroT MEXaHU3MbI CyOBEKTUBHOTO
BocnpusAtus. B Teme ¢ BapuanusMu mpoucxo-
JTUT UMEHHO 3TO.

B nponecce pa3Butus Bapuanuy OTIAISIIOT-
Cs1 OT TEMBI B SI3BIKOBOM, CHHTAKCHUECKOM H Ca-
MO€ IIaBHOE — »KaHPOBOM acnekre. XKanposas
TpaHchopmarus TemaTu3Ma, TeXHUKa BHYTPHU-
BapUAllMOHHOTO BapbUPOBAHMS, XapaKTepHas
JUISL 3aKJIFOYMTENbHBIX BapUaluii, BOIIOIIAIOT
BBICOKHI ypOBEHb KOHTpacTa B 1ukie. Ho B To
K€ BpEMs MPUXOAUTCS TOBOPUTH 00 y3HaBae-
MOCTH TEMBI U €€ OTJIEIbHBIX JIEMEHTOB B Ba-
pHUanuiaX, HECMOTPST HA Pa3IUYHBIC KAHPOBBIC
MeTamMop(do3bl.

OcHOBOI Bapuanuii SIBISETCS aBTOPCKAast
TeMa, coueTarouias B ce0e rmeceHHbIe U MapIiie-
BbI€ uepThl. Hannure B HEW €MMHOBPEMEHHOTO
koHTpacta (trepmus T. H. JIuBanoBoii) oOycio-
BUJIO €€ BeCbMa MHTEPECHbIE KAHPOBBIE Ipe-
oOpa3oBaHMsI B XOJi€ JlajbHEHILEro BapbUpO-
BaHwusl. [loTeHIMan >KaHpoOBOTO Pa3BUTHUS TEMBI
BBITVISITUT CJICTYIONTUM 00pazoMm:

— IIpeobpazoBanue 3ByKOBBICOTHOW JTMHHUU
— O0OBSICHSIETCSl HAJIMYUEM B TEME HavyaJbHOTO
MHTEPBAJIBHOIO XOAa Ha cekcry. B yeTBépron
(dbpaze TPOUCXOAUT MHTOHAIIMOHHOE 00001IIe-
HUE Marepuasa, W3MEHSAETCS HayalbHbIA Me-
JOAMYECKHUM XOJI ¢ MaJoil CEeKCThl Ha YHCTYIO
KBapTy, 4YTO CO3JAET KOHTPACT MECEHHON U
MapuIeBO NPUPOJIbI TEMBI;

— Hanuuue putmudeckoit ¢purypsl mapiie-
BOTO TIPOUCXOXKIeHUs JL5, cocTaBistomen
PUTMOKaHPOBYIO OCHOBY MHOTHX BapHaIlnii;

— N'apMoHuUecKoe BappbUpOBaHUE, Ieperap-
MOHU3AIHS TEMBI.

KomMmnozunnonusie 0COOEHHOCTH TEMbI —
MIEPUOJl C BAPUAHTHBIM MEPEU3I0KEHUEM BTO-
poro mnpenyoxeHus. 3afaHHas CTPYKTypa H
MacITa0bl TEMbI COXPAHSIOTCS B OOJIBIITMHCTBE
Bapuanuii (Ne 1, 2, 4, 5, 6). BumonzmeHEHHBIN
[OBTOp MarepHuajia BTOPOTO MPEUIOKEHUS
TEMBbI CO3JAET MPEIINOCHUIKM K JUHAMUYECKO-
MY Pa3BUTHIO IIUKJIA, pa3pacTaHUIO MacITaboB
3aKJTIOYMTEIIbHBIX BapUaIlMi, U B TO YK€ BpeMs
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[O3BOJIIET IOJHOCTBIO COXPaHUTH (QopMy
TeMbl B Xoz€ pa3Butus (Bapuauuu Ne 7, 8). B
o0uieM IUIaHe peanu3aluu (QyHKIHOHAJIbHON
Tpuaasl I M T Tema Bapmannii ¥ nIpUMBbIKarO-
1[Me K Hel HayajbHbIE BapHallM BBITOJIHSIOT
¢yuknuio | (3xcrionnpoBanue marepuana). On-
HAKO 3aMKHYTOCTb CTPYKTYPbI TEMbI I103BOJISIET
0OHApYy>XUTh BHYTPH pas3ziesia HATMIUe TOTHOM
TpHUabL:

Initium — mepBoe TNpemIoKeHHEe (OPMBI.
3nech U3JI0KEH OCHOBHOM Marepuai. OgHako
MOJYJISIHS B 4-M TakTe yKa3bIBa€T HA COBMeE-
uienue Gpynkuuit [ u M.

Motus — coderaer HOBBIM TEMaTH4YECKHUU
MaTepuai pa3BUBAIOLIETO XapaKTepa U BUIO-
W3MEHEHHBIN IOBTOP IEPBOTO MPEII0KEHHUS.
OYHKIMS IBUKEHUS TPOSIBISIETCS Yepe3 MHO-
TOKpaTHOE OOBITPHIBAHME TapMOHUYECKOIO
obopora S-D.

Terminus — TakThl 7—8 — UTOT: KaJaHCUPO-
BaHHE B OCHOBHOH TOHAJbLHOCTH, 0000IIEHHE
HayaJbHOrO TEMAaTUYECKOr0 MarepHuaiia.

My3bIKaJbHBIM TPOOOPA30M TEMBI SIBIISI-
I0TCS COBPEMEHHbBIE OBITOBBIE JKaHPbI — MECHS,
BOEHHBIA MapIil. DTUM OOBSICHIETCS U Xapak-
TEp JKaHPOBBIX MpPeoOpa3oBaHUI B BapHalMsIX
— IpOpacTaHue TeMbI B JaJIbHEHIINX BapHally-
SIX OT OBITOBBIX )KAHPOB K NPO(PECCUOHATIBHBIM.
Penbed koHTYypa My3bIKaJIbHOM TKaHU obOecrie-
YUBAETCS BBIPA3UTEIbHOCTHIO MHTOHAIIMOHHBIX
000pOTOB — HaYaJIbHBIA METOJUYCCKHUN XOJT
Ha CEKCTY, U B OCOOEHHOCTH — WHTOHAIIMOH-
HBI 000POT, OUEPUMBAIOLINI YMEHBIIEHHYIO
CeNnTUMY, POJACTBEHHbIN TeMe pyru g moll I-ro
toma XTK U. C. baxa. ®oHOBBIN MaTepua
OpPUEHTHUPYET CIIyX Ha JKaHp Mapllla, IEeCTBUs,
YeMy CIIOCOOCTBYIOT:

— purMHYecKas Qpurypa akkoMInaHeMeHTa B
TPUOJIBHOM PUTME;

— pUTMHUYECKasi OCHOBA TEMbI — paBHOMEp-
HOE Yepe/lOBaHHE BOCHMBIX IMTEIbHOCTEH,
COBIIAJAIOIINX C METPUUYECKON JOJIEH;

— POBHOE HHMCXOJAIIEE MEIOANUECKOE JBU-
xeHue B Oacy ot | k V cTyneHu — Tak Ha3bl-
BaeMbIil «ppuruiickuii 000poT BTOPOro poaar,
POICTBEHHBI TeMaM OapOYHBIX Bapualuil Ha
basso ostinato.

OnHOBpPEMEHHO C MpU3HAKaMU Maplia B
TE€Me NMPUCYTCTBYIOT UHBIE )KaHPOBO-CTUIIUCTH-
YECKHUE OPUEHTHUPHI:

— KOMOMHAIMU OTHENbHBIX PUTMUYECKUX
duryp (3, 55, /7) NOTeHIHAILHO comep-
JKaT UMITYJIbC K Pa3BUTHIO, ITOCKOJIBKY peallv-
3yIOT UMIIPOBU3ALIMOHHOE HAa4aja0, CBOMCTBEH-
HOe 0apO4YHON MHCTPYMEHTAJIbHON MY3BIKE;

— B JIJAJOTAPMOHHMYECKOM IUIAHE TEMBI IIPH-
MEYaTreJeH MHOTOKPAaTHO ITOBTOPSIFOLIUICS
o0opot S—-D 06e3 pa3pelieHus: B TOHUKY, [IPeJ-
crasiaenusi I, —V, ., KoTOpBIi BOCIpUHUMA-
€TCs1, KaK pOMaHTHU4ECKasi MHTOHALMS BOIIpOca
(TaxTsl 5-6).

Bapuayusa [ — nponomkeHue pa3BUTHUSA
TEMbl Bapualuii, MaKCUMAJIBHOE COXpPAaHEHHE
MHBAPUAHTHON TEMaTU4YE€CKOU OCHOBBI. TeXHU-
Ka NIEPEen3JI0KEHUS TEMbI CYIIECTBEHHO NPeo0-
JajaeT Haj pa3BUTHEM. THII pa3BUTHA B XOI€
M3MEHEHUs HeCTIeIU(PUUECKUX CPEICTB MOXKHO
ONpENEINTh KaK BapHalMOHHBIA. JKaHpOBBbIE
M3MEHEHUSI TEMaTHYECKOr0 marepuaina B Iep-
BOW BapvalMy CBSI3aHbl CO CMEHOW pa3mepa u
MeTpuueckoit nomu — ¢ 4/4 na 12/8. JKanpo-
BOE HaAuajo MNpOsBIIAET ceOs IBOSIKO: C OAHOMN
CTOpPOHBI, — 3TO BapUaHT MapIila, MOCKOIbKY
B PUTMUYECKOM JBUKEHUM OTYETIMBO CJIBIIII-
Ha KOMOMHAIUs TPEX- U YETBIPEXAOIBHOCTH;
C JpPYrod CTOPOHBI, CIOKHBIA pa3Mep BecbMma
XapaKTepeH JUIsl MECEHHOIo >XKaHpa. SBIsICH
10 CYTH IIEPEN3II0KEHUEM TEMBI, IIEpBasi Bapu-
anusl, aHAJIOTUYHO TEME, COACPKUT €IUHOBpE-
MEHHBII KOHTPACT.

[lepBasg Bapuanus — Hayajao0 TEMaTHYECKO-
ro paszsutus. durypa TpUOIH, BCTPETUBILIASLCS
OJTHOKpAaTHO B (POHOBOM MarepHalie TeMe, 371eCh
SIBJISIETCS. OCHOBOM PUTMHUYECKOTO PUCYHKA pe-
apea. Moaynsnusi B KOHIIE IEPBOTO MPEAJIO-
KEHHUsI TEMbl B TOHAJIBHOCTb TapPMOHUYECKON
IOMUHAHTEL E dur Ooiiee 3HaYMMas Il Jaib-
HeHIiero pa3Butus (10 CpaBHEHUIO ¢ e moll).
XKanpoBble M3MEHEHUS MPOSBISIOTCA B MEJO-
JU3ALHMHY TEMAaTUYECKOTO MaTeprasa: MeJINn3Mbl,
YKpallIeHUsI B TEME CTAHOBATCS MEJIOANYECKUM
HAIOJHEHUEM BapHalllM, MEIOAU3HUpPOBaHHBIN
06ac B CBOIO ouepellb MPEAINoaraeT pacumpe-
HUE aKKOPJUKU — B OCOOEHHOCTH, IMOSIBJIEHUU
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XapaKTEepHOro JJisi 0apOYyHOM MY3bIKHM Hearo-
JUTAHCKOTO cekcrakkopaa. OH HcHonb3yercs
B 3HAQUEHUU MHUKPOMOTHBA, MOCKOJBbKY YacTo
BCTpEYaeTCs B LIMKJIE Bapyualuii: B YaCTHOCTH,
ABJISIETCS HayaJIbHBIM AKKOPJOM CEIbMOW Ba-
puanuu.

Bapuayua 2 1npu coxpaHeHUM MENOIU-
KO-FapMOHMYECKOM OCHOBBI IMPEJICTABISIET CO-
00i1 cBOOOAHOE OOpaIIeHHEe C TeMaTUYECKUM
MaTepuaioM — CMEHa PUTMHYECKOTO PHUCYH-
Ka, MHTOHAIIMOHHOW CTPYKTYpBl, >KaHPOBBIX
npusHakoB. Bropas Bapuanus — 310 HeEo0o-
3HAYEHHBbIM B TEKCTe Romance, y3HaBaeMbld
M0 HAYaJbHOW MHTOHAIMHA MaJjON CEKCThI, Ba-
PUAHTHOMY THUIy DPa3BUTHS MEJOJUH, CBOIi-
CTBEHHOMY BOKaJIbHOM MY3bIKE, IO XpOMa-
TUYECKUM TOAr0JOCKaM B aKKOMIIAHEMEHTE
(B2, Takr 2), TMNUYHOMY JUIs KaHpa poMaHca
aKkopzy V. € CEKCTOM, 0 0COOEHHOCTSM PHT-
Ma (CHHKOIIA), XapaKTepHOMY THUITy (DaKTypbl
%), YKa3aHHOMY XapaKTepy HCTIOJHE-
Hus (Cantabile espressivo).

Bapuayua 3 cunTesumpyeTr marepuan mnpe-
JBITYIINX BapHaluid, HO Haubojee POACTBEH-
Ha TeMe. OHa OTKPBIBAET CIEAYIOUIYIO IPYIIy
BapHalluii, HOBBIM KPYIHBIA pazfaen (opMbl,
HPEICTABISIOMNN (PYHKIUIO pa3BUTHS M:

— B Bapuanuu pa3zsuBaetcs OHOBBIN MaTe-
pua, KOTOpbIi, mpopacTasi u3 TeMbI, mpuoope-
TaeT TEMAaTUYECKYIO0 3HAYMMOCTb;

— dakTypHOE pa3BuTHE 00OTaNIAETCS IPHE-
MaMU UMHUTALIMOHHOW MOIU(OHNH;

— TematusM NpoBOAUTCS CKATO, B PUTMU-
YECKOM YMEHBIIEHUH, YTO, B CBOIO OUYEpElb,
BJIEYET 3a cOOOM KAHPOBBIE U3MEHEHUS TEMBL;

— He o0o3HaueHHOE B HOTHOM TEKCTE
Scherzando roToBUT BKJIIOYEHHE B BapHallM-
OHHBIA LMKJI HE TOJBKO JEMOKPATHUYECKUX
KAHPOB, HO M >KaHPOB MNPO(eCCHOHAIbHON
MY3bIKH.

B crnenyromeii rpynme Bapuanmii (Ne 4, 5,
6) O4EBMJIHO CXOJCTBO C IEPBOM IPYyMIION IO
CUHTAKCUYECKHUM, SI3bIKOBBIM CPEICTBAM, JKaH-
POBBIM NpPU3HAKaM: YETBEPTAsl Bapualus po-
CTBEHHA NepBOW, msATas — Bropou. Ho omHOo-
BPEMEHHO C 3TUM, JaHHAasl TPYIIa BHIXOIUT Ha
HOBBIN YPOBEHb KOMIIO3UIIMOHHOTO Pa3BUTHSI.

Bapuayus 4 — coxpanser macitadbl U co-
pa3MepHOCTh 4YacTel LHMKJIA, COYETAeT IMpH-
3HAKU BapHUallMOHHOTO U BapUAaHTHOTO THUIIOB
pa3BUTHSA, HO UMEHHO 3[1€Ch 3apOXKAAETCA MO-
TUBHOE (pa3pabOTOYHOE) pa3BUTHUE, MOCKOJIb-
Ky JIOMaeTcsi pUTMUYECKUN PHUCYHOK, YETKOE
TPUOJIBHOE JIPOOJIEHUE JOJIM CMEHSETCSl POB-
HbIM 0€30CTaHOBOYHBIM JIBUKEHUEM BOCHMBbIX.
XKanpoBble npu3HaKy Mapiia, 3aJ0KEHHbIE B
TEME, CYIIECTBEHHO PaCIIMPSIOTCS; YeTBEPTas
BapHalus — 3T0 CKepLO-MaplIil.

[Ipy BHENIHEN HEU3MEHSAEMOCTH TAPMOHUU
(HEeanmoMUTaHCKUI aKKOPJ — TAKT 7, MOMYJISIIHS
B e-moll — takt 4) u ¢popmsl (12 TakTOB), BHY-
TpU 4eTBEPTON Bapualuu OyKBaJIbHO BO BCEM
MIPOSIBISIETCSI MHTEHCUBHOCTH CMEHBI MY3blI-
KaJIbHBIX COOBITUN: aKTUBU3UPYETCS pa3BUTHE
CyOMOTHBOB TEMbI, B pe3yJbrare pesibe(HbIi
MaTtepuan TepsieT TEeMaTU4YeCKyl HACBIIIECH-
HOCTb M cojiepkaTeabHOCTh. CyOMOTHBEI pa3-
BHUBAIOTCSI B JIyX€ pa3pabOTKH, POJACTBEHHBIN
TEMaTU3M CMEHSETCSl MPOU3BOIHBIM, YCKOPS-
€TCsl pUTMHUYECKas MyJIbCallUsl, MEHSIETCS COOT-
HOIlIEHUE pebedHOro U GOHOBOrO Marepuala
(OTrosIOCKM TeMbI CIBIIIHBI B (JOHOBOM Mare-
puane, pensed xe gyonmpyet Gon).

Bapuayus 5 3ByuynT B OIHOMMEHHOM Ma-
wope (A dur), B uém coOmromaercs perjiaMeHT
cTtporux Bapuammii. Ho oOpa3zHoe u temaru-
YEeCKOe COJIep’KaHue Bapualliy 3HAUYUTEIbHO
TpaHcpopmupyercs. [epondeckuilt mapur cme-
HsETCs Jpuueckoil skcnpeccueid. Coxpans-
eTCsl WILIIO3MsI TEMAaTUYECKOro Marepuasia: Ba-
pHualys CTPOUTCS Ha IPOU3BOIHOM MaTepuale,
Ha paBHOMEPHOM, IIOCTYIICHHOM JIBH)KEHUH, HE
XapaKTEepHOM JIJIsl Maplia.

HaubGosnbmiee cxonctBo 0OHapYKMBaeTCs
MEXKIy ISITOW U BTOPOM BapUalUsIMH, IJIABHBIM
o0pa3oM, 110 KaHPOBBIM MPU3HAKAM U BBITEKA-
IOIIMM M3 HUX S3BIKOBBIM OCOOCHHOCTSIM. Xa-
PAKTEpHBII apUO3HBIN TUII MEIOAUKH, B IIPOTH-
BOBEC IIECEHHO-MapIIEBOM >KAHPOBOM OCHOBE
TEMbl, Ha4aJIbHbIM XOJI Ha CEKCTY, YepeoBa-
HUE POBHBIX JJIUTEIBHOCTEH ¢ MUHUMAIbHBIM
KOJIMYECTBOM I1ay3, JOMHUHAHTa C CEKCTOH M3
BTOPOM BapHallMM, CUHKONMPOBAHHBIA PHUTM,
temnoBoe o6Oo3HaueHue Andante cantabile
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ed espressivo — BC€ yKa3bIBae€T Ha >KaHPOBYIO
OOIIHOCTb.

CyliecTBEHHOE pa3Iuuue UMEETCS MEXKIY
BTOPOM W NATOW BapualMsMHU: BO BTOPOW Ba-
pHUaIK IPOUCXOJIUT >KaHPOBOE BapbUPOBAHHE
TeMaTu3Ma, B ISTOW — €ro »KaHpoBasi TpaHC-
(dopmarnusi, KOTopasi CTAHOBUTCS IJIAaBHBIM CO-
ObITUEM BapUalUu:

— Ilpu coxpaHeHUM TrapMOHUYECKOIO Ijia-
Ha TEMbI, JBM)KEHUE OT TOHUKHU K JIOMMHAHTE
(ppuruiickuii 060poT) NPEACTABIECHO B PUTMHU-
YeCKOM yBenuueHuu. Takum oOpa3om, B rapmo-
Hu3auuu 0aca Ha IEPBOM IUIaHE — KOJIOPHUCTHU-
YEeCKO€ Ha4yaJlo, CBOMCTBEHHOE )KaHPY POMaHCa;

— CmeHa tuna ¢akTypsl — ené OAUH Bax-
HBI MpHU3HAK >KaHPOBOW TpaHchopmauuu
TeMbl. {151 Bapuanuu XapakTepHO 3aJeHCTBO-
BaHUE KpaWHUX PErucTpoB (COJUCT U OpKe-
CTPOBOE CONPOBOXKIECHHE), TUIIOBOM CKJIaJ aK-
KOMITaHEMEHTA.

Bapuayus 6 — B pesynprare 6Iu30CcTH Ma-
Tepuaja Bapualuu K TeMe BO3HHMKAET TeMaTu-
yeckasl apKa, 3HaueHHue KOTOpPOW BeCchMa BEJIU-
KO, MOCKOJIbKY MpeoOpa3oBaHMsl TeMaTH3Ma B
CJIEYIOIMX BapHalMsIX KapAUHAIBHO MEHSIOT
Temy. Posib miecToil Bapuanuu B LUKIIE — CyM-
MHUpPOBaHUE paHee IPEICTABICHHOIO MaTepu-
ajla U CO3JaHME€ MAaKCHMaJbHOTO KOHTpAacTa
cienyromen (ceapmoil) Bapuanuu. Benmka B
BapHalMu (yHKIUS TeMaTH4YeCcKoro o06o0iie-
HUS: COXPAHSIOTCS HHTOHALIMOHHAsT OCHOBA,
Ha4aJIBHBIN XOJl HA CEKCTY, CHUHKOIIMPOBAHHBIN
PUTM (TIpeCTaBICHHBINA B YETBEPTOU U MATOM
Bapualusix), JIAJOTOHAJIBHBIN IUIaH, OCOOEH-
HOCTH TrapMOHMU ((ppuruiickuii o60poT, Hea-
MOJIMTAHCKUN CEKCTAaKKOpP[), CHUHTAaKCHYecKas
CTPYKTypa TeMbl (IIpOBEJCHUE B HEU3MEHHOM
BUJI€ CyOMOTHMBOB M MUKpoMmoTuBOB). Ho on-
HOBPEMEHHO C 3THM, IlIecTas Bapuanus — 3TO
MIPOAOJDKEHUE pa3BUTUA. BTopoe mnpemioxe-
HUE BapHallM CTPOUTCS Ha Pa3BUTUU CyOMO-
THUBOB TeMbI (POACTBEHHBIX Teme Gyru g moll
I-ro Toma XTK U. C. baxa). [ToBTop BTOporo
npeioKeHns (opMbl OCHOBaH Ha JBM)KEHUU
MEJIOAMHU IO IUPOKUM HHTEpBaJIaM.

[1aBHOE M3MeHEHME IIeCTOM Bapualuu —
COOTHOUIEHHE penbeda u poHa, KOTOPOE MOXK-

HO OXapaKTepu3oBaTh, KaK B3aUMOJCHCTBHE,
B3auMooOoramenne. GOHOBBIA MaTepHall pas3-
BHUBAeT caMm cebs; penbedHbId MaTepuan cra-
HOBUTCSI MEHEE HWHIUBUAYATU3UPOBAHHBIM,
HE COJEPXKUT SIPKOro Marepuania, OMHpaeTcs
Ha TUIU3UPOBAHHBIE MEJIOAUKO-PUTMUYECKUE
000pOTHI — PENETULINHU, BUKEHHE IO 3ByKam
aKKOpZOB. AKTMBHOE pa3BUTHE (POHOBOTO Ma-
TepHasia peBOCXUIAeT CBOOOAHOE UMITPOBH-
3allMOHHOE pa3BUTHE B CIIEAYIOLIEH BapUaluu
(tax Ha3piBaemoi Quod Libet).

[llecras Bapuanusi HE COACPKHUT OMpere-
JEHHOTO ’KaHPOBOI'O OPUEHTHPA U TEM CaMbIM
KOHTPACTUPYET >KaHPY CIEQyIollel Bapualuuu
— Fantasia. O0beAMHSIOINM MOMEHTOM MEXTY
HUMU SIBJISIETCS. HEAIOJIUTAHCKUIN CEKCTaKKOP/I,
KOTOPBIM 3aBeplLIaeT MIECTYI0 BapHalMiO (TaKT
7), 1 OTKpBIBAET CEIbMYIO BapHaluio (Takt 1).

Bapuayus 7 — Touka KyIbMUHALUHA BO BTO-
poil Tpynme Bapualnui, 3aBeplieHue QyHKIUNA
M, kynbMHuHaLUA Bcel GopMbl. DTO Bapualus-
(aHTa3us, BEPIIMHON KOTOPOHW SIBIAETCS Ka-
JIeHIUs coiucTa. B ocHOBe Bapuanuu — Mak-
cuMaJibHasg cB0Oo/a padoThl ¢ MaTepuajIoM B
paMKax CTpOrux Bapuauui. Bapuanus cyie-
CTBEHHO pa3pacTaeTcs B MaclTadbax, moHadaury
MEHSIET TEMY J10 HEy3HAaBa€MOCTH, HO B ITpOLIEC-
C€ Pa3BUTHSI KPUCTAJUIU3YET CyOMOTHBBI TEMBI.
31ech NPUMEHSIOTCS BCE CIOCOObI TeMaThye-
CKOT'O Pa3BUTHS, B 0COOEHHOCTH BapUaHTHBIH,
pa3zpabotounbiii. OTCYyTCTBHE BapHAIMOHHOTO
pa3BUTHS NPSMO IPONOPLHUOHAIBHO OTJaje-
HUIO CeIbMOM Bapuanuu OT TeMbl. Pa3pabo-
TOYHOE pPAa3BUTHE TEMATHYECKOro Marepualia
COYETaeTcs CO CBOOOIHO M3JI0KEHHBIM HOBBIM
MateprasioMm (oOpa3yeTcsi Tak Ha3bIBa€MbIN
kojutax). B cenpMoil Bapuanuu odeBuaHa a-
30Basi CTPyKTypa pa3paboTku. Temarmueckum
MHBAapUAHTOM B CEIbMOM BapHallid BBICTYIIA-
IOT OTHENIbHBIE 3JIEMEHTHl MEJNOAMM, PHUTMA,
(baktypsl, akkopbl. VX 11e51b — ckpenutsb Gop-
My ¥ TEMATU3M BapHalllK B X0/l HHTEHCUBHO-
r'O pa3BUTHSL.

Baxxneimmii a1eMeHT cKperieHus! GopMbl
— (YHKIMS TEMaTHYECKOT0, CHUHTAKCHYECKO-
ro, ’KaHPOBOTO TOPMOXKEHUSI, CPEACTBAMM JJIst
KOTOPOTO BBICTYHAIOT UIUTEIbHOE KaJaHCHUPO-
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BaHHE, DIUIMITUYECKAs IOCIEA0BATEIBHOCTD,
clepKUBaeMasi TOHWYECKUM OpTraHHbIM ITyH-
KTOM, cMeHa (haKkTyphl U jKaHpa BHYTpPHU BapHa-
IIUU — TO €CTh BHYTPUBapHUaLMOHHAS KaHPOBAs
Monyssinust:  dantazus—xopain/Grave — HOK-
TIOpH/a tempo — xopai/Tempo I. Becbma coObI-
TUIHA B ceAbMOMN Bapuanuu (pakTypHas MoOJIy-
JSAUUS — YTBEP)KJIEHUE MOHOJIMHEWHOTo THIIA
(bakTyphl B KaJI€HIUH.

Kanennus B BapuanimonHoil popme — rpas-
JTMO3HOE COOBITHE, KyJIbMHHALMS KAHPOBBIX
Baprauuii. OHa OpraHUYHO BBITEKAET U3 pa3-
paboOTOYHOrO pa3BUTHUS, CHUHTE3UPYS BECh
IPEAIIECTBYIOINNA TEMaTUYECKUH Marepua
Y MHOTOYMCIIEHHbIE BapHallMOHHBIE Mpeodpa-
30BaHMs. Pacmmpenue 3BYKOBOIO JMaria3oHa
B IIEpPBOM BapualMU YXe TOTOBHJIO HMIIPO-
BU3ALIMOHHBIA TUI pa3BUTHUS MaTepuaia, Xa-
paKTEpHBIN U1 KajgeHUuuu. B xome pa3BuTus
BO3HHMKA€T HOBBIM TEMaTUYECKHI MaTepuall,
O(QOPMIIEHHBIH B KaHPOBBIA 3MU307 — XOpall.
OH JUCUUIUIMHUPYET CTPYKTYpY BapHalluH,
OOBITPBIBAET 3aBEPIIAONINN TapMOHUYECKHUI
000pOT, yTBEpKJasi OCHOBHYIO TOHAJIbHOCTb.
Tematuueckuid Marepuan xopajia HUCIOIb3YyeT-
Csl B 3aKJIIOYMTENIBHON BOCBMOMW BapHallUU.

Baxwueiimas ueiap celbMOi Bapualuu — CO-
3/laHUE KOHTpacTa Ha YpoBHE (OpPMBI, KaHpa,
cuHTakcuca. CoOBITHS BBICTPAMBAIOTCA Clie-
JYIOIIMM 00pa3oM: MakCUMallbHOE OTJaJIeHHE
BapHallUd OT TE€MbI M MOCTENEHHAs KPUCTAaJ-
JU3alMsl NIEpBOHAYAIBHOIO TEMATHU3Ma B XOJIE
pa3zButusd. OyHKIUIO IBUKEHUS B (OpME BbI-
MOJIHSAET KaJeHUUs, PYHKIHUIO TOPMOXKEHUS —
xopai. Ceapmasi Bapuanusi — KyJIbMHUHALUS U
3aBepuieHre (GyHKIuM M B oOuieil (yHKImo-
HanpHOM TpHane [ M T.

Bapuayua 8 3aBepmaer nuki. B peannsa-
Uy (QyHKIUMOHAJIBHOM TpUaJbl 3TO (DYHKIUS
T, uTor pa3BUTHS, Pa3BEPHYTHIA 0000IIAOIIHIA
pasznen ¢opmbl. B 3akmrounTtenbHON Bapua-
IIUU CUHTE3UPYIOTCS BCE BOBMOXKHBIE CIIOCOObI
pa3BUTHUS TEMAaTUYECKOTO0 Marepuaja — BapHa-
LIMOHHBIN, BapuaHTHBINA, pa3paboToyHbld. OT
BapUALMOHHOTO THIIA PA3BUTHS — IIEPEUBIIONKE-
HUE TeMBbI (4 TakTa), C COBMELIEHHEM IIpeodpa-
30BaHUM; OT BApUAHTHOTO — Pa3BUTHE BTOPOTO

MIpeJIOKEHUs TEMBI (TIeperapMoHU3alusl, pac-
UIMPEHUE CUHTAKCUYECKUX €IUHUL] — (pasbl,
MpeIoKEeHNs, MOTUBA). Pa3paboTouHbIi THIT
pa3BUTHS KOPEHHBIM 00pa30M BBITEKAET U3 MO-
TUBHBIX IIpeoOpazoBaHuil TematuzMa. B Bapu-
alUy MPEBATUPYIOT 3aKOHBI TOXKIECTBA: UIES
BapHallM — MOJBEJACHUE UTOTa, YPAaBHOBEIIU-
BaHUWE HMMIPOBU3ALMOHHOIO Hayajna IMOosBIIE-
HUEM y3HaBaeMOI'o TEMAaTUUYECKOI0 MaTepuala.

Tema Bapuanuii COXpaHseTCs IOTHOCTBIO, C
COOJIIOZICHHEM peIvlaMeHTa CTPOTUX BapHalUid.
CoxpaHstoTCsi NepBOHAYajJbHbIE TapMOHUYE-
CKHE Cpe/ICTBa (HEanoIUTaHCKUI CEKCTaKKOP/I,
ansrepauus B akkopaax Il m IV crynenei),
YKQHPOBBIN AIN30/ U3 IPEAbIAYIIEH Bapualuuu
(xopau). Bropoe npemioxkeHne TeMbl pacIupsi-
etcs (7 TakToB BMecTO 4) 3a CUET MPUMEHEHUS
MaJIOMHIUBUAYAIU3UPOBAHHOIO  MaTepuaa.
XanpoBble M CHHTAaKCHYECKHE BapUaTHBHbIC
W3MEHEHUsl YCHJIMBAIOTCSA S3BIKOBBIMU CpEJ-
CTBaMH: B OCHOBE Pa3BUTHUS JIEKUT 3HAKOMBII
MaTepual, B3SATblil B MTHOM KOHTEKCTE — 3HAKO-
Mas purypa akkoMnaHeMeHTa, CyOMOTUB dis-e.
B ocHoBe xopana (1 1anee — HOKTIOpHA) JIEKUT
HOBBI Marepuaji, HO MMEIOUIMN OTAAIEHHOE
CXOZICTBO C OCHOBHBIM.

[locne kamaHcUpOBaHUS HAuMHAETCS pas-
paboTO4YHOE pa3BUTHE — UMHUTALIMOHHOE H3JI0-
KEHHE Iaccaked HOBOTO TEMaTH4YeCKOro CO-
JIepKaHUs, 3aTeM DJUIMITUYECKass aKKOpAOoBas
nocnenosarensHocts VL, VI, V7(m), VI, na
JIOMUHAHTOBOM OpraHHoOM IyHKTe (B8, TakTsl
23-28). Pa3BuTHIO TOABEPrarOTCsS CEKyHIO-
Bble CyOMOTHBBI TE€MbI, KOTOpPBIE IPOBOISATCS
B Pa3IUYHbIX PUTMHUYECKUX BapuaHTax. OObI-
IpbIBaHUE TOHUYECKOTO TPE3BYYHS Yy COJIMCTA
C 3aXBaTOM IIOJIHOTO 3BYKOBOI'O JUara3oHa UH-
CTPYMEHTa YTBEP)KJIaeT TOHUKY. JTO KOJa Ba-
PHALMOHHOTO IIUKJIa, KOTOpasi YTBEPKIaeT pa-
BEHCTBO TOXKJIECTBA U KOHTpAcTa B popMe.

3aKIIOYUTENIBHOCTE  BOCBMOM  BapHaluu
MIPOSIBJISIETCS] B TOM, YTO OHA MPEICTABISAET CO-
0ol xaHpoBoe 000O0IIeHHE MaTepuaa U Io-
CTpPO€HA Ha CHUHTE3€ TeMaTHUYeCKOro Marepua-
Ja, OCHOBaHHOT'O Ha HAKOIIJIEHUH BapUATUBHBIX
M3MEHEHUH, BKJIIOYEHUH MPOU3BOJHOIO TeMa-
TU3Ma U BO3BPALLEHUM MEPBOHAYAILHOTO Ma-

109



G/\S\

Teopnga My3blku

2015,3

Tepuana. IDTo cBoeoOpaszHas KylIbMUHAIUA U
pa3Bs3Ka UKJIA C YETKUM JpaMaTypruyeckum
IJTAHOM: CJIMTHOE CKBO3HOE Pa3BUTHE B Bapua-
LMY, CHHTAaKCUYeCKoe MpeoOpa3zoBaHUe BTOPO-
IO MpeII0KEHNs TEMbl, aKTUBHAs pa3paboTKa 1
cTpeMurebHas 3aBeparomas Coda.

enp kaxxmoi Bapuanuu B MUKJIE — Oe3yc-
JIOBHO, 00OraTUTh COJEP)KAaHUE TEMBI, YIUIy-
OuUTh, JeTaau3upoBaTh €€ B XOJE€ pa3BUTHS.
Bapuanuu He CTONBKO 3aCIOHSIOT TEMY, CKOJIb-
KO HHTEHCHUBHO pPa3BHUBAIOT HAKOILJICHHBIN
Martepuai. B MOMEHT MakCHUMalbHOIO OT/Aa-
JEHUsI OT HCXOAHOIO COJEp)KaHWs Bapualuu
YCTPEMIISIFOTCSI K CONMMKEHHIO ¢ TeMou. B Bapu-
AI[MOHHOM LIMKJIE OTYETIMBO MPOCIIEKUBACTCS
Oropa Ha TPEXYACTHYIO KOMITO3ULIUIO, TJIE MOJI-
HOCTBIO peain30BaHa (PyHKIMOHAJIbHAS TpHaa
I M T. Tema u BocemMb BapHaluii rpynmnupyroT-
Csl B IUKJIE CIEAYIOIIHNM 00pa3oMm:

Initium (Tema + Bapuaruu Ne 1, 2) — sxcmo-
3ULIMOHHBIN pa3Jien — pacKpbIBaeT JIBE JKaHPO-
BbIE COCTABJISIOLINE B TEME — [IECHS U Mapll;

Motus (Bapuanuu Ne 3—7) — pa3BuBarouit
paszzen. 371ech HHTEHCUBHO Pa3BUBAETCS U Te-
MaTHYECKHUM, W MPOM3BOAHBIA Marepuan (Ha-
XOJIKM MpeAblAyImXx Bapuanuil). Kynsmunanu-
ell pa3BUTHsI CTAHOBUTCS CE€/IbMasi BapHalysl.

Terminus (Bapuanmsi Ne §) — 3aKITIOYUTENb-
HbIW pa3zein. MToroBas Bapuanus, 3aBepiieHue
pa3Butus GopMbl U TEMaTU3MA.

[Tomumo ocHOBHON Tpéx(a3HOU CTPYKTY-
pBI LIMKJIa BapHalllii, BeCbMa yOEIUTEIbHBIMU
MIPEJICTABIISIFOTCS IPOCTYNAIOIINE B IIUKJIIE IPU-
3HAKU MHBIX MY3bIKaJIbHBIX (hopM:

— OcoObIil UCIIOTHUTENLCKUI COCTaB Mpo-
u3BesieHus: 0e3 Tpyaa IM03BOJIIET OOHAPYKUTh
B IIMKJIC Bapuanuii ¢opMy BTOpPOro IlaHa —
MEepBYIO0 YacTh KOHLEPTHOM ¢opmbl. Hanuio
MIPUCYTCTBUE B BapHallUsIX TUIOBBIX JJISI KOH-
LEpTHOI (QOpMBI pa3/ienoB — IBE IKCIO3UIINH,
U3JIararolye TOXKAeCTBEHHbIN MaTepuai (TemMa
Bapuanuii, Bapuanus Ne 3), pa3BuUBarOILIUN
(pa3paboTouHbIif) pasnen, KaJeHIus (Bapuarus
Ne 7); 3akmountensHblil pa3nen (Bapuarmst No
8) — pempu3a, Coda.

— @puruiickuii 000poT, NpeAcTaBICHHBIH
B ()OHOBOM Marepuajie TeEMbl U HEOJHOKPATHO

BCTPEYAIOUIMICS B BapualMsaX, JAET OCHOBA-
HUE YBUJETh B IUKJIE CTPOTUX BapUalMi crio-
co0 OCTMHATHOIO BapbUPOBAHMSI HEU3MEHHOI
6acoBoii Tembl. Ho ecnu /u1si THOBBIX Bapu-
anuii basso ostinato XxapakTepHO B TMEPBYIO
ouepesb TeMOPOBO-PaKTYPHOE U 2ApMOHUYE-
CKoe pa3BUTHE TEMBbI, TO ISl CTPOTMX Bapua-
Ui rapMOHHUYECKHE IpeoOpa3oBaHUs TEMBbI
HE Bcerja UM He BIoOJIHE yMecTHbl. [loaTomy
BIIOJIHE BO3MOXKHO IPEACTAaBUTh HHTEHCHUB-
HOE >KaHPOBOE pPAa3BUTHE TEMbl BapHaluil B
JTAHHOM ITMKJIE KaK OCHOBHOW M HEOOBIYHBIN
st 6apoYHOl BapHallMOHHONW (HOPMBI METOT
BapbUPOBAHUS.

Knrouesou momenm eonnowenus eapuayu-
OHHO20 NPUHYUNA — 8 CB00OPA3HOU IHCAHPO-
80-8DEMEHHOU PempOCneKmuse My3blKanibHO20
mamepuana (uz XX eexa ¢ XVII 6ex). [Ipama-
TYprUYecKyl0 OCHOBY LIMKJIa COCTAaBJISIET JIBU-
KEHHE OT OBITOBBIX, MOMYJISIPHBIX JKaHPOB XX
BeKa (TMecHs1, MapIil) Yepe3 KIACCHUKO-POMaHTH-
YEeCKHE YKaHPbI (CKEpLIOo, pOMAHC, HOKTIOPH) K
npodeccruoHaNbHBIM jkKaHpaM 0apOYHON My3bl-
Ku (xopan, ¢anTasus, Tema ¢yru). [Ipencras-
JIeHbl B BapuannoHHOM 1ukie b. J/[Bapnonaca
W TPAJUIUHA CTPOTUX BapHallUid, OCHOBAHHBIX
Ha paJWKaIbHOW >KaHPOBOM TpaHcopMa-
UK.  XyJd0’KECTBEHHO-CTHIIEBAs PETPOCHEK-
THBa, TE€CHAas B3aMMOCBS3b KOMITO3UIIMOHHBIX
ocoOeHHOCTEH mpou3BeAeHUs ¢ (dopmamu
H. C. baxa, I ®@. I'engens u B 0COOEHHOCTH
JI. berxoBeHa — IIaBHAsi OTIIMYMTENBHASL OCO-
O0eHHOCTh counHeHus. Ho B mpousBeneHuun
JIBaproHaca BOIUIOTUJIOCH M XapaKTEpHOE SB-
neHre XX BeKa — CBA3b 0apO4HOIl MY3bIKH C
COBPEMEHHOCTBIO: T€Ma U Dsii Bapualuil co-
JIEpKaT «acconualuio» ¢ TeMou ¢yru g moll
N. C. baxa (MoTuBH e-f, a-gis). LlutupoBanue
0apoYHBIX T€M, IPUMEHEHUE B XY/I0)KECTBEH-
HOM TPAKTUKE MY3BIKAIBHBIX TEM-MOHOTPaMM
[IPUOOPETAIOT OTPOMHOE 3HAYEHHE B KOMIIO-
3UTOpCcKOM TexHuke XX Beka. OMHUM U3 He-
THIIOBBIX SIBJICHUM B PEUICHUU JaHHOW BapH-
aIMOHHOM (HOPMBI SIBIISICTCS BAPUAHTHBIA THIT
peoOpa3oBaHusl B CTPOTUX BapHalUsIX TeMa-
TUYECKOr0 MaTepuasa, BblJIEpKaHHOTO B €BPO-
MEHCKOM, a He HApOJIHOIIECEHHOM CTHIIE.
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. O HekoTopbIX 0CO6EHHOCTSIX XaHPOBO-CTUAEBOTO BAPbUPOBAHMS B LIUKAE CTPOTMX BapHALLMI__
Ha npumepe «Tembl C Bapuaumsimm» AAs cparota u poprenmaHo b. ABapuoHaca

Crarbst HalpaBJieHA HA BBIABICHHE OCOOCHHOCTEH >KaHPOBO-CTHJICBOTO BApbUPOBAHMS B IIUKJIC CTPOTMX Baphannii
B My3bike XX Beka. Ha mpumepe Temsbr ¢ Bapuarmsimu 1tst ¢arora ¢ ¢poprenuano (1946) TMTOBCKOTO KOMIIO3HTOpA
Bammca JIBaprnonaca 1mokas3aHo, 9TO OfHOH W3 IIABHBIX HOPMATHBHBIX 0COOEHHOCTEH (hopMOOOpa3oBaHUS B LIUKIIE
Bapuanui ABISETCS COCco0 TeMaTniyeckoro npeodpazosanust. [IpuBEIMHOE 11T CTPOTHX BapHalMii OpPHAMEHTAIBHOE 1
(haKTypHO-PETHCTPOBOE TIEPENUBTIOKEHNE TEMBI YCTYIIACT MECTO HACBHIIIIEHHOMY >KaHPOBO-CTHJIEBOMY PA3BUTHIO MY3bl-
KaJbHOTO Marepraia. B MHTCHCHBHOCTH KaHPOBBIX MeTaMOP(h03 OOHAPYKHMBACTCS CXOACTBO € OTACITHHBIMH IIUKJIAMU
crporux Bapuauuii JI. Ban berxoBeHa.

[ens moapoOHOTO paccMOTpEHMs BapHAIMii — PACKPBITh PABHOIIPABUE JKAHPOBBIX M MEJIOIUKO-(PAKTYpPHBIX CIIO-
co0O0B BapbUPOBAHMS B CTPOTHX BapHALMAX, B MPOTHBOBEC OOIIETIPUHSATON KOHLEMIIMH O TOCIIOJCTBE KaHPOBOTO Ba-
pBHUPOBaHKS B CBOOOAHBIX Bapruanusix. OTaenpHOe BHUIMAHIE aBTOPOB HAIIPABIICHO HA aHAJIN3 CHHTAKCHYECKO OCHOBBI
MY3BbIKIBHOM TEMbI BApHALNH, TOCKOJIBKY JIEMEHTBI TEMBI SIBIISIOTCS] TEMaTHUECKOH OCHOBOI pesibepHOTro 1 (POHOBOTO
Marepraa KaKa0i Bapuaniy. BHyTpH UK Bapuanui pOCIeKUBAIOTCS U MPU3HAKH HHBIX MY3bIKAJIBHBIX (POPM.

ABTOpBI CTPEMSITCS IPOUEPTUTH KAHPOBO-BpEMEHHYIO peTpocnekTuBy 3 XX B XVII Bek, ormeuas npouecc ae-
MOKpAaTH3alui MYy3bIKaJILHOTO HCKYCCTBA, 00bEAMHEHNE OBITOBBIX U MTPO(ECCHOHATIBHBIX KaHPOB.

Knrogesie cnoa: banmc /[BaproHnac, TMTOBCKHE KOMITO3UTOPHI, CTPOTHE BAPHAIMK B My3bIke X X BeKa

Concerning Certain Peculiarities of the Variation of Genre and Style in the Cycle
of Strict Variations on the Example of the “Theme and Variations” by Balis Dvarionas

The article is aimed at revealing the peculiarities of variation of style and genre in the cycle of strict variations in 20
century music. On the example of the Theme and Variations for bassoon and piano (1946) by Lithuanian composer
Balis Dvarionas, it is shown that one of the chief normative peculiarities of form-generation in the cycle of variations is
the means of thematic transformation. The ornamental and textural-registral re-exposition of the main theme customary
for strict variations makes way for a saturating development of the musical material, based on genre and style. One
can discern in the intensity of the genre-related metamorphoses a resemblance to certain cycles of strict variation by
Ludwig van Beethoven.

The aim of the detailed examination of variations is to disclose the mutuality of the genre-related and the melodic-
textural means of varying in strict variations, in contrast to the established conception of the predominance of genre-
related varying in free variations. The attention of the two authors of this article is separately focused on the analysis of
the syntactic foundation of the musical theme in the genre of variations, since separate elements of the theme present
the thematic foundation for the relief and background material of each variation. Within the variation cycle one can
also trace features of other musical forms.

The authors make the attempt to trace the genre-temporal retrospective from the 20" to the 17" century, highlighting
the process of democratization of the art of music, the unification of vernacular and professional genres.

Keywords: Balis Dvarionas, Lithuanian composers, strict variations in 20th century music
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TBOPYECTBO B. A. NMALLUKEBUYA
N EBPOTTEUCKUN OINEPHDbIN TEATP XVIII BEKA

XVIII croneTne BONUIO B PyCCKYIO KYJIBTY-
PY Kak Bpemsi CTAaHOBJIEHHUS TPO(eCCUOHAIbHOM
JUTEPaATypPHOM, JKUBOIMUCHOM, KOMIIO3UTOPCKOM
1IKoJ1. B 065acT 0Te4ecTBEHHOr0 My3bIKaJIbHO-
IO UCKYCCTBA ATOT0 MEPUOJIa IIPOUCXOTUT OCBO-
€HHE 3CTETUYECKHUX MPHUHIIUIIOB KJIACCUIIU3MA,
€ro XapaKTepHBIX OOpPa3HBIX U TEMATUYCCKUX
chep, Bceil cuCTEMbl My3bIKAJIBHBIX >KaHPOB
(0T KaMepHO-BOKAJIbHBIX COYMHEHUI 10 ore-
pbl ¥ cuMGOHHH), HAKOHETI, KOMIIO3UIIMOHHBIX
U CTUJIEBBIX 3aKOHOMEPHOCTEW MY3bIKaJIbHOIO
KJIaccHIM3Ma. Ype3BbIYaiiHO Ba)KHOUN B CTAHOB-
JIEHUU U Pa3BUTHH pycckoro uckyccrsa XVIII
BEKa IPEACTABISETCS POJIb OIEPHI.

Teatp B Poccum, kak u B 3amaiHOEBPOIIECi-
CKOM KyJIBTYyp€ 3IOXH KJIAaCCULIU3MA, BBITTOJIHSI
HE TOJBKO ACTETHYECKYIO, HO M JUJaKTU4e-
ckyto ¢yHkuuio. Ero kiroueBbIMH 3aayaMu
ObUT0 (OpPMUPOBAHUE HICOIOTUUECKHU «IIpa-
BWJIBHBIX» ITPEACTABICHHUI O JJOCTOMHOM Ipa-
JAaHUHE, TMPUHOCSIIEM II0JIb3Y TOCYIapCTBY,
BOCIIUTaHHUE B Y€JIOBEKE MOTPEOHOCTH K CaMo-
pa3BUTHIO, OOIMYEHUE COLUAIbHBIX MOPOKOB
obmiecTBa U T. 1. OMHAKO, €CIU B 3aIlaJIHOCB-
POTIEHCKOM HCKYCCTBE B 3I0XY KJIACCHULIM3MA
Oosblliee 3HaYEHHE NPUOOpEeTaeT Tpareaus,
TO B PYCCKOM HCKycCTBE HauOoJiee TUHAMHUY-
HO pa3BHUBAETCS JKaHP KOMEJIUH, B TOM YHCIIE U
B pamkax ornepbl. IMeHHO KoMuYeckas ornepa
OKa3bIBACTCSI B IIEHTPE BHUMAHUSI OTEYCCTBEH-
HBIX JPaMaTyproB ¥ KOMIO3uTopoB. [1o Mpicn
Exarepunsi I, paGotaBiieii Ha HUBE CO3TaHUS
JUTEPATYPHBIX COYMHEHUH, «KOMEIHUS Tpel-
CTaBJISIET AYpHbIE HPAaBbl U OCMEXAeT TO, YTO
cMexa JJOCTOMHO, a OTHIO[b JMYHO HE BPEIUT
Hukoro. [lostomy, ecnu 6 g mpumerui B Hel
ce0s1 caMoro npecTaBlIeHHa, U y3Hal Obl uepes

TO, YTO CMEILIHOE BO MHE €CTh, TO O 5 cTapascs
HCIIPABUTHCS ¥ IOOEAUTH MoM MOopoku. Hecep-
Juiics Obl 51 32 9TO, HO, HAIIPOTUB TOT'O, TOYUTAT
ObI ceOst 00s3aHHBIMY [ 1, €. 252].

OcTaBuB OO0JIBLIOE MY3BIKAJILHOE HAacle-
e (okosmo 60 couMHEHUM, COXpPaHUBIIUXCS
BO (pparmeHTax W OKOJIO 25 MapTUTYp), pyc-
CKasi KOMHYecKas orepa HEOAHO3HAYHO Olle-
HUBAETCSl COBPEMEHHBIMU UCCJIEI0OBATEIsIMU B
IJlaHe €€ XyJOXKECTBEHHBIX JOCTOMHCTB. Tak,
B aBTOPUTETHOM SHIUKJIONEANYECKOM H3/1a-
Hun «My3bikanbubiil [letepOypr. XVIII Bex»
XyJ0’KECTBEHHAs COCTABJISIONIAsl PyCCKOM orie-
pBl  XapakTepusyeTcsl CJEeIyIOIIMM 00pa3oM:
«ITpu Bcell 3HAUUTEIBHOCTU JIOCTHXKCHUH,
JKaHP PYCCKOM KOMHMYECKOW OIEepbl OCTAaBHII O
cebe maMsTh Kak 0 peHOMEHE KOMIIPOMHCCHOM
u npotuBopeunBoM. Hu ero npopomkuTenbHoe
CYLIECTBOBAHME..., HU KOJIMYECTBO COYMHE-
HUH..., HU UCTOpHYECKasl CcyJp0a... HE MO3BO-
JS10T 0€30roBOPOYHO CUMTATH €ro0 3BEHOM B
CTAHOBJICHUU PYCCKOM KOMITO3UTOPCKOM IIIKO-
aeD» [7, c. 43]. BMecTe ¢ TeM CI0KHO He corlia-
cuthesd ¢ MmuenneM T. H. JImBanoBoii o ToM, 9TO
«MMEHHO B paMKax OIepsl 0ojiee Bcero GopMu-
pyeTcst meopuecKkuii Memoo PyCCKOM KOMITO3H-
topckoi mkosl X VIII Bexay [6, c. 166].

Pycckuit myssikanbnbiii Teatp X VIII Beka
(coOCTBEeHHO, Kak W JpaMaTHYecKHil) pa3Bu-
BaJICSl MO/ CWJIbHBIM BIIUSHUEM EBPOIEHCKO-
ro W Mpexjae Bcero, (paHily3CKOro Tearpa.
Ha mporsokeHun 3TOro CTOJETHsI B PYCCKOM
o0lIecTBE MPOrpecCUpPyeT TaJUIOMaHUs, 4YTO
€CTECTBEHHBIM 00Pa30M OTpa)kaeTcsl U Ha pa3-
BUTUU Tearpa. XOpOUIO U3BECTHO, YTO MHO-
rHMe PyCCKHE JpamMaTyprd B Kau€CTBE OCHOBBI
JUIsL CBOMX COUYMHEHUH 3aMMCTBOBAJIU CIOXKETBI
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W3 €Bponeickon Jymreparypsl. Tak, xomenus
. b. Kusxkanna «Ckynoi» MMeeT siBHbIE
AQHAJIOTUU C OJAHOMMEHHBIM COUYMHEHHEM
K. b. Monbepa, a ero xe «COUTEHITUK» — C
«IIxonoit x€éu» Monbepa U «CeBUIBCKUM
uuproasaukom» 1. O. bomapmre. Ilpu 3Tom
HEpEeIKO JApaMaTypru JOMYCKadl «H IpsMble
TEKCTyaJbHbIE 3aUMCTBOBaHUS y Monbepa, Pe-
HbsIpa U JIp. UHOCTPAHHBIX aBTOPOB» [2, ¢. 256].
3alMCTBOBaHUS PACIPOCTPAHSIIUCH ITPaKTUUE-
CK{ Ha BCE€ YPOBHM OpraHU3alluu JApaMaTypruu
CIEKTAKJIS: OT CHKETHBIX MOTHBOB J0 IpUE-
MOB XapaKTEPUCTUKU NIEPCOHAKEN.

B sTOoM pakypce MHTEpECHO NMPOCMOTPETD,
KaK OIBIT €BPOIEHCKOTO MYy3bIKaJIbHOTO TeaTpa
aZanTUPYEeTCs Ha PYyCCKOW ITOYBE. YUUTHIBAS
JIOBOJIbHO 0OJIbIION 00BEM COXPAaHMBILIETOCS
MY3bIKaJIbHOIO MaTepuaia, CKOHLUEHTPUpYEM
BHHMaHUE Ha TBOPYECTBE OJJHOTO U3 Hauboiee
SPKUX TpPEJCTaBUTENIE PYCCKOrO OIEPHOro
nckycctBa X VIII Beka — Bacunus AnekceeBu-
ya [lamkeBuya, ero MeTogax OCBOEHUS U Ipe-
JIOMJICHUSI €BPONEHCKHUX TPAaJULUNA OIEPHOIO
MMChMa.

B. A. IlamkeBuu (ok. 1749-1797) — npu-
NBOpHBIA KoMmrio3utop Ekarepunsr II, onun
n3 e€ JOOMMBIX MY3BIKAHTOB U COAaBTOPOB B
CO3/IaHUU MY3bIKaJIbHO-TEATPAIbHBIX COYMHE-
Huit («Deseit», 1786; xopbl k «HavyanbHOMy
ynpasienuto Omnera», 1790; ¢parmenTs! omne-
po1 «Denyn ¢ nerbmu», 1791). On ocTaBui 3Ha-
YUTEJIbHOE ONIEPHOE HACIeANE, CPEIU KOTOPOro
BEpIIMHAMU CUUTAIOTCS onepbl «CKymnon» (OK.
1780) n «Kak moxuB&nib, Tak 1 MPOCIIBIBEIID,
nin Caskr-IleTepOyprckuii TOCTUHBINA 1BOP»
(1792).

B cBoux onepusix counHenusx IlamkeBnu
BBICTYIIAET SIPKUM CaMOOBITHBIM JpaMaTyprom,
co3/1aBasi HENOBTOPUMBIE KOJIOPUTHBIE MY3bI-
KaJibHble 00pa3bl. MacTepcTBO aBTOpa B 00pHU-
COBKE XapaKTepOB, BBISIBJICHUU UX CAMOOBITHO-
CTH M MHJWBUIYAIbHOCTH, MOXKAIYH, OHO U3
[JIaBHBIX HOBATOPCKUX JOCTUKEHUN KOMIIO3U-
Topa. B yMeHuu orpazutb XapakTepHOCTb Ie-
posi, MOMYEPKHYTh €ro IVIaBHEiIlIee KauyecTBO
— B 3ToM [lamkeBud BBICTYMAET KaK TUITHYHbBINA
kiaccuuct. Tak, B onepe «Cankrt-IletepOypr-

CKMM TOCTHHBIM JIBOpP» KaXIbli W3 OTpHULA-
TEJIbHBIX MEPCOHAXKEW OIepbl CTajl OJIMLETBO-
pPEHHEM KaKoro-imbo MOpoKa, OTpa)karolUM
conuanbHble TpoOseMbl obOmecTBa: CKBasbI-
I'MH — CKYIIOCTb M aJlYHOCTb, Kproukonen — u3-
BOPOTIUBOCTH, COJTOMOHH/IA — MIbSHCTBO.

Co3naBast CBOM ONEpHbIE COYMHEHUS,
KOMIIO3UTOP BO MHOTOM OpPUEHTHPOBAJICS Ha
MOZIeNb (PPaHIy3CKOW U HMTAIBSTHCKOM KOMU-
YEeCKOW OIEepbl, YTO MPOSBISETCS KaK Ha Jpa-
MaTypru4eckoM, Tak U Ha CTUJIEBOM YPOBHSX
My3bIKaJIbHOTO Ipou3BeneHus. PaccMmorpum
3TO MPETBOPEHHUE Ha MPHUMEPE BEIYILUX OIep
[TamkeBuua — «Ckynoit» u «Cankr-Iletep-
OyprcKuil TOCTHUHBIN ABOPY.

Haubonee mokasaresnbHa € TOYKH 3PEHHUSA
MIPUJIOKEHUS] 3CTETUKU €BPONEMCKOTo KiIaccu-
LUCTCKOro Tearpa omnepa «Ckymoit», rae Boc-
IIPOM3BOAMTCS DSl PEJIEBAHTHBIX MPU3HAKOB
KOMHUYECKOW OINephbl: HaJU4YMe pPa3rOBOPHBIX
CLIEH, B KOTOPBIX NPOMCXOAUT PA3BUTHUE JEH-
CTBUS; KOHLIEHTPUPOBAHHOCTb M JUHAMM3M
Pa3BUTHS CIOXKETA; CLIEHBI C NEPEO/IEBAHUSIMU;
repou — HOCHUTEIU OJHOTO IVIaBHOTO YYBCTBA,
KaK IPaBWJIO, OTPa)KaOLIErocs B UX MMEHax
(npuém ropopsimux Gamunuit: Ckynoi, JIroou-
Ma, [Ipomna3, MuioBu); TpOTUBONIOCTABIICHUE
«BBICOKOTO» U «HHM3KOIO» CTUJIEH B HU3bICHE-
HUU FepOEeB; BOCIIPOU3BEICHNE TUIIOB OIIEPHBIX
apuii, pernpeseHTupyrouue pasubie adeKTol;
3HaYUTEIbHAs pOJIb aHcaMOJIEBOrO Hayasa.
MHorue u3 3TUX NPUHIMIIOB HAXOJAT CBOE BO-
IJIOLIEHKE U B onepe «[0OCTUHBIN 1BOPY.

B onepax [lamkeBn4a TMHaMHYHOCTB pas3-
BUTUS CKO’KETa BO MHOTOM OIIpeieNisieTcs: 00Jib-
IO POJIBbI0 aHCAMOJEBBIX HOMEPOB, YHUCIIO
KOTOpPBIX BHYIIMTEIbHO: B «CKyIom» aHcaM-
omsimu siBisitotrest 6 u3 14 Homepos, B «loctu-
HOM JiBope» —13 u3 27. Komno3urop akTuBHO
BKJIIOYa€T B KOMIIO3ULIMIO OMEp pa3HooOpa3-
Hble aHcaMOJIM, pa3Inyaromuecs Kak Mo KoJu-
YEeCTBY YYaCTHHUKOB (OT Jy3TOB JJO KBUHTETA B
«Ckynom» uim cenrera u okrera B «l'ocTuHOM
ZIBOpE»), TaK U MO UX TUILY («aHcaMOiu corna-
CHUsl», «aHCAMOJIU CCOpPBI») M JIENAeT WX Jpa-
MaTypru4eckuM LEeHTpoM JercTBus. Kpowme
TOT0, IO AHAJIOTUHU C €BPONEUCKON KOMUYECKOU
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ornieport Haubosiee pa3BEPHYTHIE aHCAMOJIEBEIE
CLICHBI NIPUXOATCSA Ha (PUHAJIBI KAXI0TO aKTa,
KOTOpBIE IOCTETIEHHO BTATUBAIOT B CBOIO OPOU-
Ty Bcex nepcoHaxeil. Hampumep, Tpuo 3aBep-
HI1aeTCs MepBOe IeUCTBUE «] OCTUHOTO IBOPAY,
CENTETOM — BTOPOE, OKTETOM — TPEThE, 00be-
JIUHSISL BCEX MEPCOHAXeH onepol B €IMHOM 3BY-
YaHUH.

BaxxHpIM  npamarypruueckum  IpuéMoMm
nuchMma [lamkeBrya B aHCaMOJIEBBIX CIIEHAX 5IB-
JISI€TCSl COXpaHEHUE ITPU COBMECTHOM 3ByYaHUU
00pa3Hoi MHIMBUIyalIbHOCTH TepoeB. Kommo-
3UTOP JAOCTUTAET ATOT0 Pa3HbIMHU CPEICTBAMHU:
MHTOHALIMOHHOM XapaKTEpHOCTBhIO IEpPCOHA-
el (Hampumep, B cueHe Topra u3 «l'ocTuHoro
nBopa», Ne 21), pa3HOPOTHOCTHIO BEpOAITHHO-
ro TEKCTa WM TeMOpPOBOW 00OCOOICHHOCTHIO
(manpumep, ny>T Mapdst u Ckpsruna Ne 8 u3
onepbl «CKymoit», riae neaue Mapdbl cormpoBo-
KAaeTcs TeMOPOM CTPYHHBIX MHCTPYMEHTOB, a
Ckpsruna — ¢arota c aabTamu).

[TamkeBu4 BOCIPOM3BOIUT B Olepax Hau-
Oosiee XapakTepHbIE THUIIbI aHCAMOJIEBBIX HO-
MEpPOB: aHCaMOJIN «COITIacHs» U «ccopbl». Jlis
JUHAMHU3alUU JIEHCTBUSL KOMIIO3UTOP 0oOpara-
€TCs K aHCaMOJISIM «CCOPBDY, KOTOPBIE CIIOCO0-
CTBYIOT aKTHUBHOMY NPOJIBUKEHHUIO CIOKETHOMN
auHuK. K TakoMy TUIy MOXKHO OTHECTH OO0JIb-
HIMHCTBO aHcambOiel u3 omnepsl «lOCTHHBIN
JBOp», TAe IaBHbIA nepcoHak — CKBaJIbITUH
— JKUBET HE YYBCTBOM JIFOOBU U COCTPAJAHUS
K OJMDKHUM, a IpEeHeOpeeHUEM K HUM U ajid-
HoCTbiO. [loaTOMy B aHcamOiieBBIX HOMEpax
OH TIOYTH BCerja co31aéT KOHQUIMKTHYIO CH-
TyaluIo, IPOTUBOIOCTABIISIS ce0s1 0CTaIbHBIM
yuyacTHuKaM guaiora (Ne 3, 4, 9, 19, 20). He-
penko aHcamOIM «CCOPbD» CTAHOBATCS IpOMe-
KYTOUYHBIMU (pUHATIAMU, TOBOJSIIUMHU SMOILIU-
OHAJIbHBIM HaKaJl 10 KyJIbMHUHAIMOHHOMN (ha3bl
(Hanpumep, KBUHTET B ornepe «CKyIoii»).

AHcamMOnMu  «cormacusi»y, TakKe IIUPO-
KO MpPHUMEHsSIeMble KOMIIO3UTOPOM, BBINOJIHSA-
10T uHy0 (yHKnu. OHH CIyKaT CPeCTBOM
IPOJAJIEHUS,, OCTAHOBKU B Pa3BUTUU CIOKETa U
4acTO HaIpaBJI€Hbl HA PACKPBITHE TUPUYECKOTO
COCTOSIHUSI TepoeB, JIMO0 00beJUHEHHE T'epOeB
ob6muMm addexrom. B Tpruo «MbI cTaHeM JTUIITH

CMOTpETh 1 BecenuThes» (Ne 6) u3 onepsr «l0-
CTUHBIN JBOPY, nepeaaromieM apdeKT pa1ocTu,
[TamkeBu4 00beTUHSET BCE roj0ca, MOAYMHUB
UX €IUHOMY PUTMY Ka4y4dH, 110 MBICIH HCCIIE-
JIOBaTelsl, «ONMUpascCh, BUAMMO, Ha OOpasIlbl
BuBansam u ero coBpemeHHUKOB» [5, c. 478].
[lonmyTHO 3ameTuM, 4TO ONECTAMIMH, JIUKYIO-
LU XapakTep My3bIKaJIbHOTO MaTepuaia Majio
COOTBETCTBYET BepOaIbHOMY TEKCTY, KOTOPbII
BKJIaJIbIBAIOT aBTOPBI B ycTa repoes: «JIuib
npocHéMcs, BoAku mTod OymeT HaMm Bcerna
rotoB!». Takoro pojna «HapyLieHHE» CTHIIS,
HECOOTBETCTBUE MY3BIKAJILHOTO psifia BepOalib-
HOMY JJIi KOMUYECKOTO aHpa MpeICTaBIsIeT-
Cs BIIOJIHE 3aKOHOMEpHBIM, U [lamkeBuu obpa-
faeTcst K 3ToMy npuémy He eAMHOXKIbL. Tak, ¢
AHAJIOTUYHOM CHUTyallMel Mbl BCTPEYaeMCs U B
nyate Mapdsr u Ckpsiruna (Ne 8), rie unToHa-
LIMOHHAsI OCHOBAa BOKAJbHOM MapTHH BBIIEP-
JKaHa B CEHTUMEHTAJIbLHO-JIMPUYECKOi cdepe,
a TEKCT HaXOJUTCS B COBCEM MHOM IJIOCKOCTH
— MEPKaHTUJILHOM — repou TOBOPST O JECHbrax.
Takum 00pazoMm, IPOTHBOIIOCTABICHUE 37ECh
00JIEYEHO B CKPBITYIO, JATEHTHYIO (GOpMY.

E. M. JleBami€B cripaBeiJIMBO 3aMEYAET, YTO
B OTJIMYHME OT 3aI1aIHOCBPONEHCKON OIEephl aH-
cam6mu «coracus» IlamkeBrueM UCToONb30Ba-
HBI MPEXJIE BCEro ISl PaCKpBITUS HE JIUpUYE-
CKHX, a MPO3auYECKUX CUTyalull, «OObeIUHSISA
MBICIIA U CTPEMJICHUSI HE IOJIOKUTEIbHBIX, a
OTpHULATEIbHBIX IEpcoHaxel» [3, c. 478]. Kpo-
M€ TOT0, B HEKOTOPBIX CIIy4asX Mbl BCTpEUaeM
npuéM MOIYISUUU aHcaMOJsl W3 COCTOSHUS
«CCOpB» B «cCOIVIacHe», Kak, HallpuMep, yiKe
BBIIEYNIOMSHYTBIN 1yaT Mapdsl u CkpsiruHa
u3 onepbl «CKymoi»: U3HAYAIBHO PA3TUYHBIN
TEMaTUYECKU Marepuall repoeB MOCTEHEHHO
00beIMHACTCS, U BOKAJIbHbIE JIUHUM IEPCOHA-
KeH CIMBarOTCs B rapMOHUYHOE 3By4YaHUE Ia-
paJuIEIIbHBIX TEPLUN.

Emé omHOM XapaKTepHOU 4YepTOM, HUMEIo-
mei aHajaoruu ¢ (paHIly3CKOW KOMHYECKOU
ONEepoM, SIBISIETCA 3aBepliaroimii onepy «lo-
CTUHBIA ABOp» OKTeT «llapcTByil MCTHHA CBS-
Tas, KOTOPbI MOCTPOEH MO MNPUHLUIY BO-
JEBUIILHOTO (puHAMA. 3aBEpIICHHE BOJEBUIIS
3aKJIIOYUTEIbHBIMU  KYyIUIETAMH, HCIIOJHEHUE,
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O0ObEMHSIONIEE BCEX MEPCOHAKEH CIEKTAKIIA,
— YCTOMYMBBIM NMPU3HAK KaHPA, MOJy4YHBIIHN
LIMPOKOE PACIPOCTPAHEHUE U B PyCCKOM KOMHU-
yeckoi onepe. GrHAI MOCTPOEH MO NPHUHIIMITY
aHcaMmOJIEBOH CIIEHBI C XOPOBBIM 00pamMIiIEHUEM
TMMHHUYECKOTO Xapakrepa. DMU301UYeCKUe Bbl-
CKa3bIBaHHUS OCHOBHBIX IEPCOHAXKEW SBISIOT
c000i1 3HaUNUTENIbHBIN TeMaTUYeCKU KOHTPACT:
WHTOHAIIMOHHBIN Matepuan [lepeboesa u I[1po-
TOpPIryeBa OCHOBaH Ha IUISICOBBIX MHTOHAIMIX;
BbICKa3bIBaHUsl COJIOMOHHU/BI 3ByYaT B JKaHPE,
OnM3KOM MTabsHCKOM Oapkapore; Kproukoneit
1 CKBaJIBITMH MapajjielIbHBIMU TEPLUSMHU CO-
[JIACHO MOIOT KAJIOCTHYIO JINPUUYECKYIO MEJIO-
nuto; Kpenbimkuna u [lleneTkoBa MCIIONHSIOT
TUINYHO Oy((HOHHYIO CKOPOTOBOPKY, OCHOBAH-
HYI0 Ha IOBTOPEHUHU HE3aMBICIOBATHIX IOIE-
BOK. BMecTe ¢ TeM (hrHa BBITOTHSAET BEAYILYIO
MOPAJIM3YIOILIYI0, BOCIUTATEIbHYIO (DYHKIUIO
3aKJIIOYUTEIbHBIX ~ BOJIEBMWIIBHBIX  KYIUIETOB,
OH H3JIaraeT «HPaBCTBEHHBI YPOK», KOTOPBII
JIOJKHBI BBIHECTH U3 CHIEKTAKJIS 3PUTEIIH.

Takum o00pa3oMm, aHcamOIeBbIE CIICHBI B
onepax [lamikeBuua SBISIOTCS CIOXHBIM U
KUBBIM KOHCTPYKTOM, ITIOCTOSIHHO aJalTUPYIO-
LIUMCSI C LIEJIbI0 PACKPBITUSI KOHKPETHOM clie-
HUYECKON CUTYyallud, U CIIOCOOCTBYIOT JAMHA-
MUYHOMY Pa3BUTHIO ONIEPHOM JipamMaTyprum.

He Mmenee 3HauMMbl B JpaMaTypruud omnep
[TamkeBrnya wu cosibHble HOMepa. Kommo-
3uTOop oOpamaeTcss K pa3HOOOpa3HBIM TH-
IaM 3aIaJHOEBPONECHCKON ONEPHOM AapHH.
E. M. JleBami€B, ananuzupyst naptutypy «lo-
CTUHOTO JBOpa» Ha3bIBa€T 3aMMCTBOBAHHBIE
MOJIeNM: JCUCTBEHHAas apusi, apHs-Xapakre-
pUCTHKA, apusi OOJIMYEHUs, CIOKETHAasl MECHS
(xapakTepHas U1l (ppaHIy3CKOH KOMHYECKOMN
omepbl U HeMenKoro 3uHrmmwist) [5, c. 480].
JIOTo/IHUM  JaHHYIO THUIIOJIOTHIO apusIMU U3
onepsl «CKymoit», rie KOMIIO3UTOp TaKkKe BOC-
IIPOU3BOIUT XapakTepHele st onepbl XVII-
XVIII BEKOB THIIBI.

Mogenb repondeckoil apuu JIEKHUT B OCHOBE
apun [Ipomaza (Ne 3) ¢ xapakTepHbIM sl HEE
NBIDKEHWEM 10 3BykKaMm T13/5, B MyHKTUPHOM
putme, ¢ dandapHbIMU 000pOTaMH, B MaXop-
HoM Jaqy. [Ipu 3TOM aBTOp CO3MAET CUTYaLUIO

BHYTPEHHET0 KOH(IMKTA MMyTEM paccoriacoBa-
HUS 00pa3HOM cepbl OPKECTPOBON W BOKAIb-
HOM maptuu (MpuéM MapoAUMHOIO «CHUKEHUS
yepe3 sxaHp»). CoOCTBEHHO reponueckas cde-
pa B apuM pacnpoCTpaHSETCs MPEXKIE BCETo
Ha OpKecTp, Torga kak B maptuu llponasa eé
IIpU3HAKU MpocTynaT ¢pparmeHTapHo. Kpome
TOTO, XapaKTep TOpPKECTBEHHOro (aHdapHOTro
3By4aHHUs B LIEJIOM Majl0O COOTBETCTBYET TEKCTY,
B KoTOpoM [Iposa3 no€r o BeIMBIIIIEHHBIX 00-
rarctBax «rpadpunm»-Mapdsl. Jpyras sxaHpo-
Bas Pa3HOBUIHOCTb — MOJEIb [acTOpPaIbHON
apuu B naptuu Jlro6umsl (Ne 4) ¢ MATKUM HU-
CHa/Ial0IMM MOCTYIEHHBIM JABH)KEHHUEM, MHO-
KECTBEHHBIMU 3a/IeP)KAHUAMU. YKAKEM TaKKe
Ha cBs3u apuu Mapodsl (Ne 6) ¢ TunoMm apuu
obOmuuenus u apun Ckpsiruna (Ne 11) — ¢ apueit
Mectu. bonbiioe 3HaueHue B omnepe mpuoodpe-
Tal0T MY3bIKaJIbHbIE HOMEpPA, OCHOBAaHHBIE Ha
xKaHpax ObIToBOW My3bIkH. [Ipuuém, komnosu-
TOp BOCHPOMU3BOJIUT KaK MOJEIU €BPONEHCKUX
TaHLEBaJbHBIX PUTMOB (HAllpUMEp, B apuu
Ckpsirunaa, Ne 2; JlroOumbr, Ne 4; MunoBuna,
Ne 5), Tak ¥ TUIMYHBIE PyCCKUE IIIICOBBIE 000-
poTHI (Harpumep, BTopoii pazaen apuu [Ipona-
3a, Ne 3).

Onnako B onepHoM TBopuecTse [lamkeBuua
MBI BCTpeYaeM U 00Jiee CII0KHOE MPETBOPEHUE
OInepHbIX (hopM 3amaJHOEBPOINEHCKOrO HCKYC-
ctBa. K TakuM OpuruHagbHbBIM IpUMEpam clie-
JyeT OTHECTH 3HAMEHUTBIN MOoHOI0T CKpsirvHa
(Ne 10), moCTpOCHHBIM MO TUIY pEUYUTATHBA
accompagnato c 3JI€MEHTaMHU apHO3HOIO Iie-
Hust. KoMo3uTop co3naér pa3BEpHyTYHO MOHO-
JIOTUYECKYIO CLIEHY, B KOTOPOH pacKpbIBaeTcs
JyLIEBHAs «Jipama reposi». 31ecb IPUCYTCTBYET
BHYTPEHHSS MPOTUBOPEYMBOCTb, PACCOIIACO-
BaHHOCTb CUJIbI CTPaJaHUil repost U MOTHBOB,
MPUBEIUINX K ATUM CTpajgaHusM. JlyrieBHble
tep3anusi CKpsiruHa CBS3aHBI C HEOOXOIMMO-
CTbIO BBIOOpa MeXay JI000BBIO IpadUHU U
COXpaHEHUEM CBOEro Kamuraiga (a, TOUHEe,
HacnencTBa JlroObumer). B pesynbrare xommo-
3UTOp OMATH OOpallaercs K NpUéMy «CHIXKe-
HUS Yepe3 JKaHp», CO3/1aET TPAaruKOMUYECKYIO
CUTYaLMIO IPU KOTOPOI MOHOJIOT, «3TOT UCIIbI-
TaHHBIM CITyTHUK TPArMueCKUX WK TPOrareib-
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HBIX T€aTpaJibHBIX SIMHU30/I0B MPUMEHEH 37€Ch
JUISl BOIUIOLIEHUS CAMOM CMEIIHOM CUTyalluu 1
NoJ4E€PKHYTO-00BIIEHHOTO TEKCTa» 8, . 69].

AHaM3upys MOJIEIH ONIEPHBIX ApUI B TBOP-
yecTBe [lamikeBuua, ciieayeT y4UTbIBaTb, YTO
pycckas onepa X VIII Beka He Obli1a paccunTana
Ha BBICOKONPO(ECCUOHATIBLHBIA HCIIOTHUTEIb-
CKHMI ypOBEHb aKTEpoB. Pycckuil tearp 3Toro
BPEMEHH IPECTABIEH aKTEPOM-YHUBEPCATIOM,
B PaBHOI CTENEHU OPUEHTHPOBAHHBIM KaK Ha
ONEPHBIN, TAK U HA ApaMaTUYECKUU pemnepry-
ap. B cBs3u ¢ 3TUM, KOMIIO3UTOPBI YYUTHIBAIU
CKPOMHbBIE BO3MOKHOCTH CBOUX UCIOJTHUTENEH
U OrPaHUYUBAINCH B COJIbHBIX HOMEpax He-
OOJIBIIINM TMAIIa30HOM, HECJIOKHOM BOKAILHOU
napTued U JaKOHWYHBIMU MacuTabaMu omnep-
HbIX (Qopm. Tum HU310KEHUS COJIBHBIX HOME-
poB B pycckoit onepe XVIII Beka, moxanyid,
00J1bIlIe COOTBETCTBYET (PpaHIly3CKON apHeTTe,
a1M00 BOJEBWIBHBIM KyIUIETaM, HEXKEIH paz-
BEPHYTHIM (POpPMaM HTAJIbSIHCKOW OIEpHI, YTO
Mbl HaOJIIOJa€M U B pacCMaTPUBAaEMBbIX ONEpax
[TamkeBuya.

Onupasch Ha OMBIT 3araJHOEBPOIEHCKON
KOMUYECKOU OIEepbl, PyCCKHE KOMIIO3UTOPHI B
CBOMX COYMHEHUSX BOCIIPOU3BOAMIN Haubosee
TunuuHble Oyponubie npuéMbel. OTMETUM Te
U3 HUX, YTO Hambosee XapaKTepHbl Uil OIep-
Horo nuchMa [lamkeBuua. [Ipexnae Bcero, 3To
oropa Ha OBITOBOW XapakTep TeMaTu3Ma, pyc-
CKyI0 HAapOJHO-IIECEHHYI OcHOBY. Haubonee
OpraHMYHBIM CHUHTE3 3aIaJHOEBPOIEHCKOr0 U
HAI[MOHAJIbHO-XapaKTEPHOr0 Hayajia MpeacTa-
ér B «locTuHOM IBOpE». 31MeCh CaM CIOXKET,
OTpakaroIIUi KynedecKui ObIT, TpeboBaj ak-
TUBHOM oOmOpbl Ha (HOJILKIIOPHBIN Marepuail,
TOINa KaK KaHp KOMHUYECKOW OIepbl Mpeamo-
jarajg axkTyaJIu3allio €BpOINEIHCKOro OIbITa.
[ToaTOMYy KOMIIO3UTOp, ONMUPASICh HAa MEJIOAU-
Ky «KOPOTKOTO JbIXaHUs» U NMPUEMBI OyPQoH-
HOM CKOPOTOBOPKH, COYETAET UX «C MOABHXK-
HOM, 0)KMBJIIEHHOW TAHIIEBAJIbHOW PUTMUKON U
METKO CXBAaYE€HHBIMH WHTOHALMSMHU OBITOBOM
pasroBopHo#t peun» [2, c¢. 303]. lns unTOHA-
IIUOHHOTO CTpOsI OINEp KOMIIO3UTOpa Xapak-
TE€pPeH MPUHLUI MHOTOKPAaTHOM IMOBTOPHOCTHU
(OTHEeNnbHBIX MEXIOMETHH, CIIOB, (pa3, Oojee

Pa3BEPHYTHIX MOCTPOEHUH), HIMPOKUE CKAUKU
Ha OKTaBy, CENTHMY, KBUHTY, OBICTPBIM TEMII
JBUKEHUS, — BCE 3TO BOCCO3AAET )KUBYIO JUHA-
MUYHYI0 aTMoc(epy KOMUUECKOH OIEephl.

Baxupim kauecTBOM pycckoit onepsl X VIII
BEKa SIBJISIETCSl TECHAsl CBSA3b KJIACCULIUCTCKON
MOJIENIM TeaTpa C HapOXKIAIOUIUMCS CEHTHU-
MEHTAJIU3MOM. 3aMEeTUM, YTO IPOHUKHOBEHUE
CEHTUMEHTAIIUCTCKUX TEHAECHUUH B MY3blI-
KaJIbHBIN TeaTp — TeHACHIIUS XapaKTepHas s
pa3HBIX eBpoIneckux Tpamuuuii, u ¢ 1760-x
IT. OHa BcE€ 0oJiee OYEBMJIHO 3asIBISIET O cebe
B JKaHpE KOMUYeCcKou omepsl [3, ¢. 147-148].
Pycckas onepa, 3apoauBIIKCh B 3TOT K€ NEPHU-
0Jl, C caMOro Hayajia CBOEro CYILECTBOBAHUS
ObuIa oOoraleHa BHUMATEILHBIM OTHOIIIEHH-
€M JpamMaTyproB K JHUPUUYECKOMY MUY Iepo-
€B, YTO BO MHOTOM MHCIIUPUPOBAHO OOMIIbHBI-
MU TOCTAaHOBKaMHU (PPaHIy3CKUX «CJIE3HBIX
Jpam», «CepbE3IHBIX KoMeauii» U T. 1. [lo3To-
MY CHUHTE3 KOMEAUITHOTO U IUPUYECKOTO Haua-
J1a — HEOTBEMJIEMBIN IIPU3HAK PYCCKOU OIEpbI
XVIII cronerus.

BHuMaHue K JMpPUYECKOMY KOMIIOHEHTY
MY3bIKaJIbHON JpaMbl 00yCIIOBMIJIO OOMIIbHOE
HCIIOJIb30BaHUE COOTBETCTBYIOIIETO THUIA Te-
Matusma. OHUM 13 HanOoJiee MmoKa3aTesbHbIX
«CIJIE3HBIX» 3MM30[I0B SABISAETCA TpUO BHOBBI €
neTbMH, ymousiomux CKBaJbIrMHA MPOCTUTH
uM nonr («[octunsiii nBop», Ne 7). Menoauka,
OCHOBaHHAsl HA MSTKUX HUKHYIIUX WHTOHAIIW-
SX C 3aJlep’KaHusAMU U QopIIaraMu, MOBTOPBI
MHTOHALUH, IBUYKEHUE FOJI0COB HUCXOASILUMU
napauieTbHBIMU TEPIUSAMHU, TMYHKTUP B ABY-
JOJIBHOM METpe, UMUTUPYIOIIMI TOXOPOHHBIN
Maplil, CkopOHasi TOHAJIbHOCTh /1 moll, cooTBeT-
CTBYIOLLASl IOATUYECKAs JIEKCUKA («CTpaJaHus
KECTOKN», «OEAHbIE CUPOTHD», KIIOTOKH CIIE3Y,
«MHJIOCEPJUE» U T. I.) — BCE 3TO BOCIIPOU3BO-
IUT THUII «aHcaMOJIsI )Kal00b», OLIBIINN BECh-
Ma pacnpoCTpaHEHHBIM BO (PpaHIy3CKON KOMHU-
yeckont omnepe II. A. Moncunsu, A. I'petpu n
Jp. KOMIIO3UTOPOB.

[Toxanyii, Hambosee OUYEBUIHO BO3ICH-
CTBHE 3aIla/IHOEBPONEHCKOTO OIbITa IMPOSB-
aseTca B 00JacTH OPKECTPOBOIO 3BYYaHUS.
[TamkeBu4 cBOM MAapTUTYPhl PACCUUTHIBAET HA
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MapHBI COCTaB OpKECTpa, B OCHOBE KOTOPOIO
CTPYHHO-CMBIUKOBas IpyIiNa — COCTaB, Xapak-
TEpHBIM U JJIs1 3aMaJHOEBPONEHCKON OIEpBHI.
CnoBHO cnefyss COBPEMEHHBIM €BpPOINEHCKUM
TEeHJICHIUAM, yxke B ornepe «HecuacTee ot ka-
pete» (1779) oH BBOAUT MapTUIO KIAPHETOB,
KOTOpbI€ HAuMHAIOT CTAaOWJIBHO BXOAUTH B
CUM(OHHUYECKUN COCTaB E€BPOIEUCKUX OpKe-
cTpoB TosbKO ¢ 1760-x rT. B cBOMX omepHbIX
MapTUTypax KOMIO3UTOp Hepeako audde-
PEHLUPYET OPKECTPOBOE 3ByUYaHUE, BAPbUPYS
MHCTPYMEHTAJIbHBIA cocTaB. Tak, Tpuo xa-
noctHoe BrioBel ¢ netbmu (Ne 7 u3 onepst «Io-
CTUHBIM JIBOP») COINPOBOXKIAETCS 3ByYaHHEM
OJTHUX JIyXOBBbIX HHCTPYMEHTOB, B 1y3Te Map-
¢b1 u Ckpsiruna (Ne 8 u3 onepsl «Ckymnoii»)
MapTUI0 MHHUMOW TrpaduHU MOAJEPKUBAIOT
CTpPYHHbIE MHCTpYMEHTHI, CKpsiruHa — ¢aror,

crocoOCTBYs CO3/1aHHI0 00JIee KOJOPUTHOTO U
XapakTepHoro o6pasa. Jpyrue npumepsl TeM-
oposoit tuddepennuanuu B onepe « CKymon»
npuBonut E. M. JleBamé, nokasbiBas u30u-
paTeNIbHOCTh KOMIIO3UTOPOM OIpPENeNEHHBIX
TeMOPOBBIX COCTABOB B pa3HbIX HOMEpax map-
TUTYDHI [4, c. 274].

Bcé BeilIeHa3BaHHOE [TOKA3bIBAET, HACKOJIb-
KO TIyOOKO OTEYECTBEHHBIMH MY3bIKaHTAMU
ObLI OCBOEH OIIBIT CO3/1aHUS 3al1aJIHOEBPOIIEH-
ckoil omepbl. Pycckue kommosutopsl XVIII
BEKa, cpeau KOTopbIX TBopuecTBO B. A. Ilam-
KEeBUYa TPEACTaBIsAECTCS OIHOM M3 Hauboiee
SPKUX BEPUIMH, OPTaHUYHO BHEIPUIU TOCTH-
KEHMsSI 3aIaJHOEBPOINEHCKOr0 MY3bIKaJIbHOIO
KJIaCCUIIM3Ma Ha PYCCKYIO IIOYBY, CO3/1aB OpHU-
TUHAJIBHBIA CIUIaB OOIICEBPOIICHCKOTO U HAIU-
OHAJILHOTO HayaJj B pyCCKOH omepe.
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TBopuecTBo B. A. lNawkeBnua
u eBponerckui onepHbin Teatp XVIII Beka

B crarpe paccmarpuBaeTcs mpormecc pa3BuTHs pycckoir onmepsl XVIII Bexa. Ha mpumepe omep B. A. Ilamkesmda
«Cxymnoit» u «Cankr-IlerepOyprcknii roCTHHBIN IBOP» aBTOPOM aHAIM3MPYIOTCS Mapajulesid B Pa3BUTUH 3aIlaiHO-
eBpONeiicKol M oTedecTBeHHOW komudeckor omepsl X VIII Beka. B pabote moka3aHo, 94TO pycCKHM KOMIIO3UTOPOM
COXpaHSIOTCA OOIIKe MPHHIUIBI B HCIIOIH30BAaHIH aHCAMOJIEBBIX CIIEH («aHCaMOIIN CCOPBI» U «aHCAMOIIN COTIIACHSD)
KaK BaXXHBIX JAPaMaTyprUuecKUX LEHTPOB KOMITO3UIINH, BBISBISIIOTCS IPUMEPHI NCITIOIb30BAHMS MPUEMA «CHIDKECHHS
yepes JKaHp»; Ha3bIBAIOTCS TUIIBI ONEPHBIX apuil, HIMPOKO PacCHpOCTPAHEHHBIX B €BPOINEHCKON ollepe U BBOJUMBIX B
WHOH KyJIBTYpHBIH KOHTEKCT B PyCCKOH OIEpe; pacCMaTpHuBalOTCs TUIHWYHBIE Oy(h(oHHBIE TPHEMBI ITHCbMa M 001IIHe
TEHJCHIIH B 3BOJIIOIINY KOMUYIECKON OTEpPhI (BINSHIE CEHTUMEHTAIN3MA U MOSBICHHUE «CIE3HON KOMEINN»); OTMEYa-
F0TCsI 00IINE MPUHIMITBI OPKECTPOBOTO MchMa. CpaBHUTENIBHBIN aHATN3 TUIOJIOTHYECKHUX MPUHIUIIOB €BPOTEHCKON
u pycckoid komuueckoi onepsl X VIII Beka nokaszai, 4ro B TBopuecTBe IlamkeBuya Moesib KOMUYECKON OIEpHI MOITY-
yaeT 0OHOBJIEHHOE 3ByUaHHE U OTPaXKaeT IIOUYBEHHBIN KOJIOPHUT PYCCKOM MY3BIKATBHOHN KYJIBTYPHI.

KimroueBeie cioBa: pycckas komndeckas ornepa X VIII Beka, B. A. IamkeBud, 3anmagHoeBpoIeiickas omnepa, omnepa
B. A. ITamkeBnga «Ckymoit», onepa B. A. ITamkeBnua «Cankt-IleTepOyprckuii TOCTUHBIN TBOP»

The Musical Oeuvres of V. A. Pashkevich
And 18" Century European Opera Theater

The article examines the process of development of 18th century Russian opera. On the example of V. A. Pashkevich’s
operas “The Miser” and “The St. Petersburg Shopping Arcade” the author analyzes parallels in the development of
Western European and Russian 18" century comical opera. The work demonstrates that the Russian composer preserved
the general principles in his utilization of ensemble scenes (“‘ensembles of variance” and “ensembles of concordance”)
as important dramaturgical centers of the composition, examples of use of the technique of “downgrading by means
of genre” are revealed; the types are named of operatic arias, which are immensely widespread in European opera and
brought into a different cultural context in Russian opera; the typical styles of writing for comic opera are examined,
as are the overall tendencies in the evolution of comic opera (the influence of sentimentalism and the emergence of
“tearful comedy”’; the general principles of orchestral writing are marked out. A comparative analysis of the typological
principles of 18" European and Russian opera showed that in the musical oeuvres of Pashkevich the model of comic
opera obtains a renewed manifestation and reflects the national color of Russian musical culture.

Keywords: 18" Century Russian Opera, V.A. Pashkevich, Western European Opera, V. A. Pashkevich’s opera “The
Miser,” V.A. Pashkevich’s opera “The St. Petersburg Shopping Arcade”
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«BOALUEBHASl ®AEUTA»: AMAAOT C TAIOKOM

... B mMoM, HACKOJIbKO aKMU6HO U OXOMHO OH NPUHUMAL U nepenjiaesiisii

‘inlCOﬁ onsin, ¢ HUM MAJlO0 KMO MO2 CPpABHUNIbCA, I’lOJICCUlyIZ,

MONBKO 084 MUMana nepsotl nonosusl eexka — Cebacmosin Bax u 'enoens.

«BommeOHas ¢uieliTa» — 01HO U3 CaMbIX 3a-
rajiouHsIx npousBeaeHuid B. A. Momapra, ms
KOTOPOT'O OTBET Ha BOIIPOC «O 4€M 3Ta omepa’»
HE MPOCTO JIMIIEH OAHO3HAYHOCTH, HO MPOIOJI-
KAeT OCTaBaThCS TPEIMETOM Hepa3peIIuMbIX
nuckyccuil. OCHOBHOE coJiepyKaHKe CIIOPOB CBSI-
3aHO ¢ moHnMaHueM «BomeoHol (eldTh» Kak
«TIPSIMOTO M TIOCJIEIOBATEIbHOTO BbIPAXKEHUS
HEKOETo Kpyra MacOHCKHX HJIeH, 00JICYEHHBIX B
CKa309HO-CHMBOJIMUECKYIO 00O0TIOUKY»” U «IPY-
MM BapUaHTOM — CUUTATh, YTO MACOHCKHE UJICH,
CKOJIBKO OBl OHM HH OBUIH Ba)KHBI,— BCETO JIUIITH
4acTh KOMIIOHEHTOB, €€ COCTaBJISIOIUX» [7, C.
550]. I1. JIyakep u U. Cycuako BUIAT pelieHue
9TOW TPOOJIEMBI B TIIATEILHOM HCCIICIOBAaHUN
TEKCTOOOpA30BaHUs OIEPbI, HACTaUBasi Ha TOM,
YTO «JJOMOJHUTEIBHBIC HCTOYHUKH MHOTOE ITPO-
SICHSIOT B Clokere «BommeObHon dueiTey 0e3
KaKoro-imbo MpUBIIEYEHUS] MACOHCKOM CHUMBO-
JUKW» [TaM ke, ¢. 554]. AHanM3 MCTOYHHUKOB
Xy/IOXKECTBEHHOW KOHIICTIIIUK OMNephl (BKITIOYAs
U My3bIKY, U JUOPETTO), B COOTBETCTBUU C MX
TIOJIOKEHUEM B CIOKETE, IPUBOIUT aBTOPOB MO-
Horpaduu K BbIBOLY 00 OCHOBHOM — «op(uye-
CKOW» — CYTH IPOU3BE/ICHUS.

OmHako 3Ta uest MOKET OBITh PACKphITa HA
OCHOBE HUKEM paHee He OOHAPYKEHHOIO UCTOY-
HUKa COOCTBEHHO OpP(HUYECKOr0 MPOHCXOXKIE-
HUSI, 9TO HE TIO3BOJISIET OOONTH €T0 BHUMaHUEM,
a BBISIBJICHHE €T0 ciieia B «Bommeono dreitrex»
MIPEONPEAETNIIO 1IeIb JaHHOM CTaTbu — IpH-
ONMM3UTBCA K OTBETY BCE Ha TOT € BOIPOC: O
yém ata omepa? Peur mola€r o0 yTBepxkie-
HUE MomaproM MH(OIOTHYECKOTO MOTHBA Ha
OCHOBE OOpallleHUs] K M3BECTHOMY OIEPHOMY

W3 kaurn «MouapT u ero Bpemsi»'

meneBpy — «Opdero u OBpuuke» K. [nmroka.
[Ipopactanue opduyeckoro MoTHBa B camoi
MY3bIKaJIbHOM TKaHH OTIEPHI MOBBIIIAET €I0 KOH-
LENTyaJbHOE 3HAYECHUE U OIPEessieT aKTyallb-
HOCTb €0 IPUCTAJILHOTO PACCMOTPEHUS, PaKypc
KOTOPOT0, MOJYYHUBILUN OTpaKEHUE B HA3BAHUU
CTaTbH, IUKTYIOT OCOOCHHOCTH IPETBOPEHUS
«4YXOT0» Marepualia B «CBOEM» KOHTEKCTE.
Obpamasce k onepe [moka, Monapt 6mu-
e BCero ObUT K OnmucaHHbIM A. J[eHHCOBBIM
IIPUHIMIIAM LUTHPOBaHMA XX BeKa, KOrua
«LIUTaTa CTAHOBUTCS HE CTOJIBKO CCBUIKOW Ha
cdepy 4yKoro cMbIciia, CKOJIBKO IOBOAOM JIst
ero o0Cy»X/IeHHs, UHOTIAa JOBOJIBHO IOJEMHY-
Horo mo conepxanuto» [1]. Ilpuém umrupo-
BaHMS, HCMHOJb3yeMblii MomapToM, OTBEYaeT
MIPUHLIMITY UHTEPTEKCTA, HO Mbl 0003HAYMM €r0
MOHSTHEM, MCTOpPUYECKH Oosee OMU3KUM ca-
Momy kommosuropy. Co BpeMéH Bo3poxienus
pacnpocTpaHEHHON TBOPUYECKOM MTPAKTUKOM, HE
yTparuBiei csoero 3HadeHus U B X VIII Beke,
ObUla TEXHUKAa KOMIO3UIMM, IOJy4YHUBLIast
OTpe/IeTICHUE «IapOANN», MOJApa3yMeBaBLIast
COYMHEHHME Ha OCHOBE UYKOro (WJIM MOIMPOCTY
JpyToro, Aake cBoero) oopasma. s Momapra
BECbMa XapaKTEPEH TAKOW MPUHIIMIT KOMIIO3U-
LMY, TOJY4YUBLINM B MoHOrpaduu Jlynukepa u
Cycunko ompezenenue «miaaruatel Mouapra»
[7,c.395-413], uTo onpaBAbIBaET IPUMEHEHHE
MOHSITHSI TAPOJNH B KOHTEKCTE JJAHHOMN CTaTbhU.
[IperBopeHue paHHOrO MNpHEMa B 3IOXY,
€ro TMOPOJIMBIIYIO, CTAHOBWJIOCH IMPAKTUYECKU
€/IMHCTBEHHOW (QOpPMOIl TposIBIECHUS TBOpUYE-
CKOTO «s1» KOMIIO3UTOpa B paMKax KaHOHHYE-
CKOW aHpOBOW Mozienu. IMEHHO 3TO CBOMCTBO
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HapoJK — OYEPUMBATh FPAHULIBI ABTOPCKOTO
IPOCTPAHCTBA, aKTyaJIM3HPYs COJEpIKaHUE,
NPUHIUIHUAIBHO BAXKHOE ISl TTOHMMAaHUS
[POU3BENIEHUS], — 3HAUUMO B MOLAPTOBCKOM
ciydae. My3bIKaJlbHOE NPOUCXOXKIIEHUE U
UCKJIIOYUTEIBHO MY3bIKaJIbHOE IIpeomiIe-
HHE NapoIuPyeMOro UCTOUYHUKA, HEIIpUYacT-
HOCTh K HEMYy JpYyruX co3jarenieil ornepbl
MO3BOJIIIOT paccMarpuBarh 00pa3yeMyro UM
CMBICJIOBYIO CTPYKTYPY Kak OUE€pPUUBAIOILYIO
CYBEPEHHOE aBTOPCKOE MPOCTPAHCTBO U KOH-
LEHTPHUPYIOLLYIO PO aBTOPCKOTO 3aMbICIIA.

[TockonbKy aganTupyeMblii 00bEKT pe-
cTaBisieT co00i T0CTaTOYHO MPOTSKEHHBIN
OTpPEe30K My3bIKalIbHOM Apambl [roka (oT
Havana Il nedicTBHs 10 Tparnyeckou apuu
Opdes u3 Il neiicTBust), MBI OCTaBJIsIEM 3a
c000¥ MpaBo HA3bIBATh €T0 «CHKETOM». Ero
aKTyajau3alusi Kak coObITHIHOrO psina (oc-
HOBY KOTOPOTO U B TOW, U APYIOil Omepe co-
CTaBWJIa paMaTU4ecKasi KOJUIM3Us JII00BU U
CMEPTH, CBS3aHHAs C CUTyalllel NCTIBITAaHUN
repoeB) ONpeeNseTcs NapoJUpOBaHUEM
OYEPUYMBAIOIIMX €r0 IPAHUIBI MY3bIKaJIbHBIX
CTPYKTYp. B coOCTBEHHOM KOHTEKCTE OHU
IPEICTABIISIIOT IpaMaTypruuecky y3JI0Bble U
Haubosiee HOBAaTOPCKHE HOMEPA: OPKECTpPO-
Boe BerymuieHue ko Il meiictButo «Opdes»,
BOCCO3/IaI0IIEe «IUKYI0 MECTHOCTh Yy Bpar
Anay, npeBapsitollee IaBHylo JpaMaTuyie-
CKYI0 KOJJTU3HIO onepsl (ClieHy ¢ pypusmn),
u apus Opdes u3 Il neiicrBus «llorepsut s
DBpHUIUKY», O0Opasyromas THXYH KyJIbMH-
HaIUI0-pa3Ba3Ky. OJIHAKO UX pacCTaHOBKA y
Mouapra UHBEPCHOHHA: YKa3aHHBIM HOMeE-
paM COOTBETCTBYIOT apusi TaMuHO U3 nepBo-
ro ¢unana «Kak 3BOHOK TBOUM BOJIIEOHBII
3BYK» M OPKECTPOBOE BCTYIUJICHHE K KapTH-
He 7 BTOporo ¢uHaja, H300paXkaroIee «Iu-
KYI0 CKaJIMCTy0 MECTHOCTbY.

Apust TamuHo c ¢eiiroil, kak «mepe-
neB» 3HamMeHUTo apum Opdes, BKIOYaET
HEMaJI0 3HAKOBBIX MOMEHTOB, BBIJAIOIINX
ABTOPCKYIO MHTEHIINIO (HAMEPEHHOCTH 00pa-
nieHus k onepe [moka). Ilpu curyannonnoi
unBepcun (y [ioka — miad o nmorepsiHHON
BO3/MI00IEHHOM, y Mouapra — mnecHs-npu-

3bIB), BO3HHKAET MHOKECTBO YUCTO MY3bIKAJbHBIX,
QJUTIO3UMHO 3HAYMMBIX COBIIA/ICHUI: TOHAJIbHOCTh
C dur (xak ©3BECTHO, TOHAJILHBIE COBITA ICHUS B Ta-
KHX CIy4asx MEHEe BCETO CIIy4ailHbl); OOIIHOCTD
temnoB (Andante con moto y I'moka u Andante
y Momapra); OIuM30CTh HadalbHBIX HMHTOHAIUI
(mpumepbr Noe 1 — a, 0); OTKJIOHEHHWE B OIHOM-
MEHHBII MUHODP B DPAa3BHUBAIOLIEM pa3leiie apuu
TamuHO, 111 KOTOPOrO, aHAJOTMYHO SIHU30/1aM
apun-ponzio Opdes, XxapakTepHa MPEPbIBUCTOCTh
MEJIOTUYECKOW JIMHUM W SKCIPECCUBHOCTH WH-
TOHALMK (1O 3ByKaM YMEHbIIEHHBIX TapMOHUM),
MIPU3BIBHI K BO3TIOOICHHON (DaKTHYECKH HA OTHOU
BbIcoTe (KBapra d — g) (npumepsl Ne 2 — a, 0).
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Kaptuna «aukoil MecTHOCTH» OOHapy>KUBAaeT
HE MEHbIIIE COBIA/ICHUI: OOIIHOCTh PEMAPOK («Iu-
Kasi MECTHOCTb» U TaM, U TYT); TOHAJIbHOCTb ¢ moll;
MOIIIHBIE BCTYITUTEIILHBIE OPKECTPOBBIC YHUCOHBI C
MYHKTUPHBIM PUTMOM U Y9aCTHEM M, BOCCO3/Ia-
IOIIME ITyCTHIHHBIA ¥ OJHOBPEMEHHO WH(epHab-
HO-BEJIMYECTBEHHbIN nei3ax (mpumepsl Ne 3 —a, 6);
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3aBepIAloLIee JIAMEHTO — IUIaBHO CIIOJI3aoLast Mo
MOJYTOHAM MEJIONUS CTPYHHBIX, IPOTHBOIIOCTAB-
JISFOLLAsT XOJIOMHOM ITyCThIHE YEJIOBEUECKOE CTpa-
nanue (mpumepsl Ne 4 — a, 0). Obparaer Ha cebdst
BHFIMaHHE COBIAJICHNE CHHTAKCHYECKUX CTPYKTYD:
1 B TOW, U JPYTOM OIepe JIAMEHTO IPEACTABIISIET CO-
0011 moCTpoEeHNE CyMMUPYIOIIETO XapakTepa Mocie
TUIIMYHOM BOIIPOCO-OTBETHOM CTPYKTYpbl Hadallb-
Ho#t Tembl (T-D, D-T), BHyTpeHHE KOHTPACTHOM U Y
I'moka, ' y Monapra (rpo3Hast omHo3ByuHas (aHdpa-
pa — ckopOHbIi pacne). [Ipuuém cuHTakcHuecKas
HOPMAaTHBHOCTb JIUCKPETHOM CTPYKTYPHI — KBapaT-
HOCTb — HapyieHa u B «Opdeer», u B «BommeOHoi
tnetite» (5+5 y I'moka u 3+3 y Momapra), 4To BbI-
SIBIISIET HauOosiee TIyOMHHBIA YPOBEHb aBTOPCKOM
MHTEHIMOHAIbHOCTH: Monapt napoaupyer [iroka
JI0 MeJIoueil, 1 OoJbllle BCEro MMEHHO 3TH MENIoun
BBIJIAIOT aBTOPCKOE HamepeHue (pumepbl Ne 3 —a, 0).
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AJTI03UIMHO-CEMAaHTUYECKHE  CTPYKTY-
pbl OOHApPY)KMUBAIOT U ApPYrue 3HAKH, CIO-
COOCTBYIOIIIME YCUJICHUIO U3Ty4aeMON UMU
opduyeckol «aypbl»: OTMEYEHHOE pemap-
KOM IOSIBIICHUE JAUKUX 3BEPEH, IPUBIICYEH-
HBIX 3By4aHueM ¢uieiiTel TaMuHO, NpUTITU-
BaeT Kk apum ¢pparment ouorpadum Opdes,
Ha 3BYKH JIMPBl KOTOPOIO «JIUKHE 3BEpU
BBIXOJIWJIM U3 HOP M JIACKAJIUCh y €r0 HOI»
[8], a myPT BOOPY>KEHHBIX BOMHOB, MOIOIIINX
B YHUCOH, BOCIIPMHUMAETCS KaK OTpaKeHUE
YHUCOHHOTO XOpa INIIOKOBCKHUX (ypuii, He-
CMOTpSl Ha TO, YTO, B OTJIMYHME OT MCHATUI
aja, npensaTcTByronmx conmkenuo Opdest
1 DBPUAMKH, BOUHBI paJ0CTHO MPUBETCTBY-
0T coenuuenne Tamuao u ITaMUHEL

NHBepCcHOHHOE pacMoOOKEHUE OIOp-
HBIX MY3bIKaJIbHO-aJUIIO3UIHBIX CTPYKTYP B
HOBOM KOHTEKCTE pa3BOpauMBaeT JIEHCTBUE
BCIISATh, B HAIIPaBJIEHUH, IPOTUBOIOJI0KHOM
Tparuyeckoil passsizke «Opdes u IBpuau-
KM» — <OKEJEe3Hble BOpPOTa» (IIIOKOBCKHE
«BpaTa aJia») OKa3bIBAIOTCSI HE BXOJOM, a
BBIXOJJOM U3 TEMHOThl CHUMBOJIUYECKOIO
Awuna (BcmoMHHUM, 4TO OET TamMuHO B mpe-
neepun: «OTKpOITE 1BEph XOTh B CaMblii A/,
noiay Bmepén, a He Hazaa»). Ha sty cBer-
JYI0 pa3peuiarollyl0 KyJIbMHUHAIUOHHYIO
30HY NPUXOJATCA INIABHbIE UCIBITAHUS Ma-
COHCKOT'0 KOHTEKCTa (OTHEM U BOJIOM), TO3U-
LIMOHUPYEMBbIE KaK CaMble TPYAHbIE Ha MYTH
npeojoseHus crpaxa cmeptu. Ho Gnaropaps
JpaMaTyprudeckoil opraHu3alunu IeUCTBUS,
B 30HE Pa3BsA3KU IepoOU UX MPOXOJSAT JIETKO,
a TMO-HACTOSIIEMY BBICTPAJaHHBIM HCIbITA-
HUEeM, 00pa3yIolUM 30HYy MEpUIIETHH, CTa-
HOBUTCS oOpereHue apyr apyra. Mimenso B
MIPOCTPAHCTBE AKTyalM3alliU I[JIFOKOBCKO-
IO CHOKETa OKa3bIBAIOTCA COCPEIOTOUYECHBI
IJIaBHbIE TICUXOJIOTUYECKUE KOJJIU3UH, CBS-
3aHHbIE C IPOTUBOCTOSIHUEM JIFOOBH U CMEp-
TH, OTMEUYEHHbIE POXKJIEHUEM Tparundeckon
apuu [Tamunbl «AX, 3a4em, 3a4€M TaKk CKOpPO
racHellb Thl, 3B€3/1a JIIOOBU?», B KOTOPOM
OTpa)kaeTcs CMepTelibHasi TOCKa DBPUAMKHI
B a”HayioruyHou curyaruu «Opdes». Ho ca-
MO€ TNIaBHOE, B JUAJIOTe C [TIFOKOBCKOM KOH-
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Heniuel B mpoTUBOOOPCTBE JIOOBU U CMEPTHU
y Momuapra nobexaaeT Jr000Bb, TOTJa Kak y
['mrokxa — cMepTh (eciii UMETh B BUJY MOJJIMH-
HOE, YEJIOBEUECKOE pa3pellieHue CoObITUH, a He
aQHHYJIMPOBABILIEE €ro OOXKECTBEHHOE BMEIlIa-
TEJILCTBO).

Takum o00pa3oM, MHBEPCHOHHOE IPEIOM-
JIeHHE IJIIOKOBCKOTro crokera B «BommeoHoi
dueiire» oOHapy>KMBaeT TIIyOMHHYIO CMBICIIO-
BYIO CTPYKTYpY, OTpPa)aroUlyl0 BHYTPEHHUI
MHUp TBOpLA, YTBEP)KIAIOIIYI0 HACI0 JTHOOBU
Kak BBICHICH LIeHHOCTU ObITHs. Kazamoch Obl,
HUYETO HOBOT'O MbI HE OTKpbUIM: «IJTa TeMma
Obl1a MOCTOSIHHOM M CKBO3HOM B TBOPYECTBE
Momapra» [10, c. 59]). Ho B «Bommebnoi
duieliTe»» oHa yTBEPKAAETCS CIOKHOCTBIO Ca-
MOM CMBICIIONOPOKIAI0IIEH KOHCTpYKIMu: Ta-
MuHO U [lamuny Benér ¢ueiita — BONIIEOHBIN
J1ap BBICILIKX CUJI, HO IIOCTPOEHUE CHOKETA, BbI-
Jaroniee MpUCcyTCTBUE aBTOPa, UMEHHO €ro Jie-
JlaeT IIaBHBIM INPOBOJAHUKOM TrepoeB. 3HAUMUT,
¢uelita B onepe — 310 cam Mouapt, KOTopblit
CBOEI My3bIKOM Kak Obl MOBTOPHJI CKa3aHHOE
Cepreem EcenmnnniM: «S Benp Boxbs mymkay.
B »TOM mnnaHe ocoOeHHO akTyajabHa MBICIb
JI. KupunnuHoii o ToM, 4to «japama emy [Mo-
napry. — H. K.] “ae nana” u “He 3amaHa’, OH
cam e€ TBOpUT» [2, c. 88], B €IUHCTBE C BBI-
BojoM Jlynkepa u Cycuako o miIaBHOM Teme
«BomnmieOHo (hrelThD, «BHIHECEHHOM B €€ Ha-
3BaHME, — O CMBICIIE MY3bIKH B Y€JIOBEYECKOU
Ku3HM» [7, . 564].

Huainor ¢ I'moxom B «Bonmednoi gueiite»
Momapra npulmmkaet K mpobiaemMe OTHOEHUH
9THX JIBYX BEJHKHUX XYIOXXHHKOB U TI0 CBOEMY
XapakTepy BIIOJIHE COOTBETCTBYET OOILECIIPUHS-
TOMY MHEHHIO O TOM, UTO «IJIIOK ... OBbLI aHTH-
noznom Momapra» [10, ¢. 88]. Ognako, HeCMO-
Tpsl HA MHBEPCUOHHOE MapoaupoBaHue [oka
(a «<MMEHHO Ha ypOBHE XyJOXKECTBEHHON KOH-
LENI1N, Ha YPOBHE COJIEP’KaTEeIbHON HHTEp-
NpeTali TPAJUIMOHHBIX CIOKETOB MHOTHE
UCCJIEZIOBATENIM HAXOJAT pasiauuue [Joka u
Mormapray [10, c. 88]), 3T OTHOIIEHHUS OKA3bI-
BAIOTCS HE CTOJIb OJHO3HaYHbIMU. OOpaleHue
Mouapra k I'moky nenaer «Opdes u OBpuau-
Ky» HE TOJIbKO OObEKTOM OTTAJIKUBAHUSI, PajIU-

KaJIbHOTO TEPEOCMBICIICHHSI, HO B HEMEHBIIEH
CTeNeH! U O0BEKTOM MpUTsHKeHus. M ecnu na-
pOIMPOBAaHUE KAPTUHBI «JUKOH MECTHOCTH
MOXXET OBITh UCTOJKOBAHO KaK HCIIOJIH30BAaHUE
chopmupoBaBieiicst emeé B 0apodHOU orepe
JIeKCUKHU UH(epHaabHOro, To apust Opdest mor-
Jla TpUBJIeYb BHUMaHue Molapra Cuioi cBO-
el yHMKaJIbHON BBIPAa3UTEIbHOCTH, Oecrpele-
JIEHTHOM TIyOMHOM TCHUXOJIOTHU3Ma, B 00JacTH
KOTOpOTo [TI0K coBepUIMII MPOPHIB JAJIEKO 32
npenensl XVIII Beka, BOIOTHB HE CBOMCTBEH-
HBIH 11 Hero ad(eKT, — MOTPsCEHHUE.

Kax ormeudaer B. Konen, onepa Imroka «B
CBOE BpEMS ... OLLIEIOMUIIA KYJIBTYpHOE 00I11e-
cTBO EBpOIBI HECTBIXaHHBIM HOBATOPCTBOM))
— IpaBAMBBIM 10 0€3KaJTOCTHOCTH IMOKAa30M
NYLIEBHBIX CTpafaHuil yenmoBeka» [4, c. 19].
Tounoe omnmcaHue MOAOOHBIX COCTOSHHMM Ha-
XO/IMM TIO OTHOIIEHHIO K My3blke XX CTOJIe-
THs, KOTJIa «YEJIOBEUECKHE IMOIIHH ... KAKYTCS
“3aMOPOKEHHBIMU '», a JylIa — HE CIIOCOOHOM
«4yBCTBOBATh JIA)K€ HEBBIHOCHUMYIO OO0JIb» [5]
— TO, ;Ui 4ero IOk, HE HallAs B COBPEMEH-
HOM apCeHalie BBIPA3UTEIBHOCTH TOIXOISIINX
«KpacoK», HCIOJb30Bal CPEICTBO IIOKOBOIO
BO3JICUCTBHSI — OOBIKHOBEHHBIN Maxkop. Jlaxe
JI. Kupunnuna, OOBSICHSS «HEOOBIYHOCTBHY
apuu Opdest B KOHTEKCTE HCTOPUIECKOM Tpain-
nuu («Bc€ 3To BXOAMIIO B TOTIOC “IAaTETHYECKO-
ro”, KOTOPHIH ... MOApPa3yMeBall MPEKIE BCErO
BO3BBIIICHHOE, a HE OYPHO-CTPACTHOE BBIPAXKE-
HUE CaMbIX BXXHBIX U CEPHE3HBIX YYBCTBY» [3,
c. 59]), BBIXOZIUT 32 paMKH «HUCTOPUYECKON KOP-
PEKTHOCTWY, TIpU3HaBas 3a [JTIOKOM TpeBEbIIIIe-
HHUE JOMYCTUMBIX KJIACCHUIIMCTCKOM 3CTETUKON
BO3MOYKHOCTEH IICUXOJI0TU3aluu 00pasa reposi:
«...He 3ByuuT 11 B apuu Opdes HeUTo coBceM
norycroponHee? He HaxonuTes au repoit B co-
CTOSIHMH TIPOCTPAIINH, KOT/Ia OOJIb TaK BEJIUKA,
YTO Y€JIOBEK HAaYMHAET BECTH ce0s1 HeOOBsICHU-
MbIM oOpazom? He 6nu3ok a1 Opdeit B taHHBIN
MuT K 6e3ymuto?...» [2, c. 89].

Hagepusika Momapt, caM HeoObIYaiiHO TOH-
KM ¥ TIyOOKMH MCHUXOJIOL, ObLT B YMCIE TeX,
KOTO 7Ta My3blka mokopwia. l[logTBepikie-
HHUEM MOXET CTaTh necHs Ha cioBa U. Sxobu
«K Xnoe», rine obpamenue k [1roky AukTyeTcs
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yK€ He JpaMaTUYeCKUM KOHTEKCTOM, He Jipa-
MaTypru4eckou 3a1a4eil U He KOHUENTYaJIbHON
HE0OXoaMMOCThI0. OCTa€Tcs JHIb TPUTSTa-
TEJIBbHOCTb ITOW MY3BIKH.

OTa necHs He CTOJIb MPOCTa, KAKOM Ka)eT-
csl Ha nepBbld B3MIsAA. CBOM cMbICH OHA pac-
KpbIBa€T MOCTENEHHO, HEOXUJAHHO IOpaXkas
[TyOMHOMN TICUXOJIOTUYECKOT0 MPOHUKHOBEHHUS.
HauunHasicb cepieuHbIM, C OTTEHKOM TrajaHT-
HOCTH, MPU3HAHUEM B JIIOOBH, OHA COXPAHSET
ATOT TOH /10 HACTYTUIEHUSI KOHTPACTHOM BTOPOM
vactu (Aba Ca,), yIuBIAIONIEH TAMHCTBEHHOM
OTCTPpaHEHHOW oOmHcarelbHOCThIO («BoT yx
HOYb KPYTOM HacTaja, 3eMJII0 BCIO TyMaH IIO-
KpBLI...») U BHE3AIHOI NepeMeHoN AylIeBHO-
ro coctostHust («M cuxKy st 371eCh YCTaJBIi. .. »).
B3noxu, maysbl, ¢epmarbl, HaBS3UUBBIE IIO-
BTOpBI (Ppa3 U OTIENbHBIX CIIOB, MEpPEAAIOIINE
Iepexo/ibl OT OCTPOM AyLIEeBHOW O0JM K IPO-
CTpalllH, HOTEPE CBSI3U C PEAIbHOCTHIO, 3aCTaB-
JISIFOT 33JlyMaThCsl HaJl CMBICJIOM HEJJOTOBOPEH-
HOCTH: TJ€ 3TO «3/I€Chb», MOYEMY «YyCTaJIbIiD»
(«ermattety — B Oosiee TOUHOM IIEPEBOJIE «U3-
HYpEHHBII», «U3MydeHHbI»)? OOpa3bl mec-
HU HUKaK HE CKJIaJbIBAIOTCS B OJHO Lenoe. U
TOJIBKO BHE3AIHOE IMOSIBIICHHUE MPOILEIIIEro
BPEMEHH B mocieaneit gppasze («Ax, ¢ ToOOH s
cyacT/IuB ObUT!»)® HE OCTABJISICT COMHEHUH: T'e-
POl Yy MOTMJIBHOTO KaMHSI OIJIAKUBAET MOTEPIO
BO3JIIO0JIEHHOW, M3MYYEHHBIH CO3HAHUEM He-
BO3MOXKHOCTH Bo3Bpara Obuioro. [Ipuuém tpa-
TMYECKHUI CMBICI YTpaThl BbIPAaXKEH C MEPBBIX
K€ 3BYKOB CKBO3b aJIFO3UI0 BCE HA Ty JKE apHI0
I'mroka («IloTepsit 1 DBPUAMKY...»), KOTOPYIO
TPYJIHO Pacro3HaTh BHE JApPaMaTUYeCKOro KOH-
TeKcTa (HaCTOJIbKO OOMaHYMB Ma)op), B COBO-
KYITHOCTH C TeMIOBbIM caBurom (Allegretto),
MPUOIMIKAIOLIUM 3Ty MECHIO0 OOJbIlIe K B3BOJI-
HOBaHHOH peun KepyOHHO ero BbIXOIHOM apuu,
4yeM K ropectHoMy usnusauto apun Opdest. Ho
1 3TOMY €CTh 00bACHEHHUE NpeObIBaHUEM TepOst
Cpa3y B JBYX BPEMEHHBIX H3MEPEHHUSX: IPO-
nutoM U HactosmeM (mpumep Ne 5).

[Tpumep Ne 5 B. A. Momnapr. «K Xnoe»
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Packon Mupa Ha cyacTiiiBO€ «Torna u 0es3-
pPaZloCTHOE «TeHepb» MOAYEPKHYT paclagoM
caMoit (popMbI BTOPOI YacCTH, C MHOTOKPATHBI-
MU TIOBTOpaMH TOCIEAHEH KIIo4eBOU (pasbl,
«Pa3MBIBAIOIIMMIY PETIPH3Y, Pa3pyIIaloNIIMU
OTKpHUCTAJJIN30BABLINIICS HayalbHBIA 00pa3
BocrioMuHaHuil. }0. XoxioB TpakTtyeT Gopmy
ATOM MECHU KaK POHJO C ABYMsI AMU301aMH [9,
c. 191], uro sBIETCS MOMOJHUTEIHHBIM ap-
TYMEHTOM B TIOJIb3y BEPCHU NapOJUPOBAHUS
IJIIOKOBCKOM apuy, UMEIOIIEN Ty Ke CTPYKTY-
py. OnHako noHMMaHue (GOpMbl KakK CIOKHOM
JBYXYaCTHOH, C OJHUM KOHTPACTHBIM SITH30-
70M (CO3/IAIOLIMM «CMBICIIOBOM B3pBIB»?, yKa-
3bIBAIOLINII Ha COOBITHE, B CAMOM TEKCTE He
o0o03HaueHHoe), a He IByMsI (Kak y [Toka), oT-
pakaroIUMHU cTaOUIBHOCTD IEPENazoB MOJsp-
HBIX JTyIIEBHBIX COCTOSIHUN — MEXIy MOTepen
YyBCTBUTEJIBHOCTU U €€ BO3BpAIlCHUEM, — Ka-
&KeTcsl 6ojee TOUHO OTpa)karolMM MOLIAPTOB-
CKHI 3aMBICEJL.

JloGaBHM, YTO «TJTIOKOBCKHM CII€I» B dTOMH
[IECHE MPOCMAaTPUBAETCSA HE TOJBKO B MEPBOI,
HO U nociuenHen gpase «Ax, ¢ TOOOH s cyact-
muB Obu1!» — BapuaHTe NIOKOBCKO «Ckopou
cepaua HeT CUJIbHEN», ¢ XapaKTepHbIM KacKa-
noM oneBanuii (mpumepsl Ne 6 — a, 0).

[Tpumep Ne 6 a B. A. Mouapr. «K Xnoe»
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B psiy MOLIapTOBCKHUX «IIJIaraToOB» JUAJIOT
¢ I'moxoM — oguH u3 MHOTHX. OJHAKO TO, YTO
OH COCTaBHJI SIIPO OJHOTO U3 IVIaBHBIX MoLap-
TOBCKUX IIE€IEBPOB, BEHUYAIOLIUX TBOPYECTBO
(«Pa3mymbiBast Haj Tem, Kakas u3 omnep Oosee
opeanuuno [KypcuB mou. — H. K.] 3ambIkaer
TBOpPUYECKUH MyTh Monapra, Mbl CKJIIOHSIEMCS K
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BBIBOJY, uTO 3TO “Bommebnas ¢ueitra™ [7, c.
550]) u TeM caMbIM OTXOASILIUX K TOMY pa3psi-
1y COYMHEHUH, B KOTOPHIX MOTOMKH CKJIOHHBI
UCKaTh JyXOBHOE 3aBElIaHHME aBTOpa, TpeOyeT
0Cc000ro OTHOIIEHHS, HE IT03BOJISISI OTOIBUHYTh
ero B oOWWUH psAx NMOAOOHBIX MpuUMeEpoB. s
HEro Majio KOHCTaTUPOBAaTh TOJBKO «BEPHOCTh
cebe», 03HAYAOIYI0: «OTKy/Aa Obl HU MpUIILIa
TeMaTudecKast ujes, CKOJIbKO ObI HA OBLT BBICOK
TOT “TPaMIUIMH", OT KOTOPOT'O OH OTTAJIKUBAET-
Csl, KOMIIO3MIIMSI BCETJa OKa3bIBAE€TCS OPUIHU-
HaJBLHOM, HE TIOXOXKEH Ha 00pazery [Tam xe, C.
413]. Taxoil oLeHKH, B pALY APYTUX MMOTOOHBIX
npumepoB, paccmorpeHHbIx Jlynkepom u Cy-
CHJIKO, CKopee, 3aciykuBaeT necHsa «K Xioey,
r7Ie 00palleHne K MITIOKOBCKOMY 00pa3zy MOXKET
OBITh MCTOJIKOBAHO KaK <«JIMaJOr-COPEeBHOBA-
Hue» [Tam xe, c. 409]. [Ipuuém copeBHOBaHHNE
HE B MacCTEpPCTBE KOMIO3MLIMU (YTO MPEXKIE
Bcero ormevarotT Jlynkep u Cycuako B Mouap-
TOBCKUX «ILJJarMarax»), a B ICUXOJOTU3alUU
MY3BIKaJIbHOTO 00pa3a, 1eJib KOTOPOTo — MOTPS-
CTH CllyllaTelis cuibHee, yeM [ ok, Bocco3aa-
Basl [VIIOKOBCKUI oOpa3. Tonbko B oTiinymMe OT
MOCJIETHETO, BOTUIOTUBIIETO aghghexkm MOTpsice-
Hus, Mouapt ctpeMuicsi 100uThes aghgexma
HOTPSICEHUS], MOPA3UB CIIyLIaTes] HEOXUJAH-
HOM 00pa3HO-TICUXOJIOTMYECKON «MOIYIISIIN-
€i», Hecyleld BBICOKMH Tparu4ecKum «pasz-
pAl». YCTaHOBHB B «IIEPENEBE» IIIFOKOBCKOU
TEMBI acCOIMAaTUBHBIC CBs3U ¢ apueit KepyOu-
HO 3a Cc4€T TOHAIbHOMU cBsA3U (Es dur) u Toro
CaMoOro TEMIIOBOI'O C/IBUTA, O KOTOPOM FOBOPUII
['mrok kak o HI0aHCe, CIOCOOHOM paJuKaIbHO
M3MEHUTh CMBICJ apuu (HE CIy4ailHO uccieno-
BaTeNll «IPOBOMAT ... MapajlieIn MEXKIY Iec-

Hamu “Crapyxa” ..., “K Xnoe” ... u naprusimu
Mapcenunsl u Kepyouno B “Caande @urapo”
..» [9, c. 190]), Monapt HeoxuIaHHO cOMBa-
€T C TOJIKY, Iopaxkasi OTKPBITUEM HCTHHHOIO
CMbICTIa COOBITUS ATOTO MaJIEHBKOTO IIEJEBPA.

Huanor c I'moxom B «BommeOHoit duieiite»
— He4TOo Ooublee. DTO IUATOT-UHTEPIpETa-
1[1s1, B KOTOPOM «4Y>KO€ CJI0BOY MEPETIaBIIsIeT-
Csl B «CBOE», HECYII€e COKPOBEHHO-TITYOMHHBII
CMBICI. DTO — «IOCJIAHUE», JieXkalllee He Ha
MTOBEPXHOCTHU: MPHU BCEH MPO3PAYHOCTU AJLTIO-
3UM, OHA JIMILIEHA HAPOYUTOCTHU, YTO JOKA3bl-
BaeT PACIIOJIOKEHUE TITIFOKOBCKOTO «CIOKETa»
BHYTPU MOLIAPTOBCKOM OIEphl KaK CTPYKTYPHI,
IPaHUIbI KOTOPOIl «Pa3MbIThD) B POCTPAHCTBE
¢uHanoB. BrionHe BO3MOXKHO, TaKUM 00pazom
Mouapt X0Ten BbIIEIUTh B OIIEPE CMBICIOBON
IJ1acT, KOTOPBIM cunTasl Haubosiee 3HAYMMbIM
JUIs He€, CTePKHEBBIM, 00BEIMHSIOIINM BCIO €€
CIOKETHYI0 MHOTOCJIOHHOCTb, CBSI3bIBAIOLIUM
B OJIHO IIeJI0€ W BOJNIIEOHYIO cka3Ky | akra, u
CUMBOJIMYECKYIO MACOHCKYIO JIpamMmy BTOPOTO.

B uenom ke conpukocHoBeHue ¢ Mugoo-
rU4YecKoil aypoil IoKoBckoro «Opdes» ykpyr-
HSIET aBTOPCKOE CJIOBO O JIOOBH, MPUAAET eMy
BHEBPEMEHHOM CMBICI. A CKOHIEHTPUPOBAH-
HBIH B 3aM(poBaHHOM «TocaaHun» Monapra
«ophuuecKuil KOMILIEKC» («uiest JII0OBH, MO-
OeKaaroIias CMEpPTh, CONPSKEHHA ... C uaeei
BCEMOTYIIECTBA UCKycCTBa» [2, ¢. 87]), nemaer
«Bommebnyro (reiTy» OIHON U3 CaMbIX Op-
¢uyeckux omep, BBOA €€ B TOT OppUUECKUIl
KOHTEKCT, KoTopbiil JI. Kupmmumna ormeuaer
KaK OJIHy M3 MarucTpajibHbIX JUHHUHI pa3BUTHUS
OIIEPHOTO ’KaHpa Ha MPOTKEHUH €r0 YEThIPEX-
COTJIIETHEH HMCTOPHH.

S MPUMEYAHUA (<

'Cwm.: [7, c. 395].

2 B cBoeit MoHorpadguu «MomapT M ero Bpems»
[7] TI. Jlyukep m WM. Cycuako cChUTAIOTCS Ha KHUTY
K. Iaite «“Bommednast dueiita” 6e3 mokpoBa TaiHbI:
930TEPUUECKUIM CUMBOJIU3M B MacOHCKOM oniepe Mouap-
tay [18] kak HauboIee MMOCIEeOBATEIBHYIO U OPTOHOK-
CaJIbHYK0 MACOHCKYIO0 KOHIleniuio «BommeoHoit ¢uieii-
Te» B. A. Momnapra.

3 Ham TpymHO CYZMTh O TOYHOCTH TIEPEBOIA TTOITH-
YEeCKOTO TEKCTA, aBTOP KOTOPOTO HEU3BECTEH (TEKCT MPH-
BoaMTCS 1o M3nanuto: Momnapt B. [lecHu aiist ronoca ¢
¢doprenuano. M., 1956), HO JaHHBIA TIEPEBOI, B 0COOCH-
HOCTH €r0 BpEeMEHHbBIE (POPMBI, OUCHb TOHKO OTpPa)KaeT
CMBICJI MY3bIKH.

4 Ioustre 0. Jlormana [6].
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«BoAwwebHas cpaeriTa»: Amanor ¢ F'aokom

Crarpsl oCBsIlIIeHa HHTEPTEKCTYaIbHOMY aHalu3y onepsbl «Bonmeonas ¢aeiitan B. A. Monapra, BhISBISIONIEMY all-
JrO3MiHBIE CBsI3M ¢ onepoit «Opdeit u Opunuka» K. B. [roka. [IpuHIMI MHTEPTEKCTYalbHOCTH TPAKTYeTCsl B HEW
KaK CBOMCTBEHHBIH snoxe Morapra 1 HeOe3pa3IMYHbIi CaMOMy KOMITO3UTOPY METOJ| IapoJiH — NEePEOCMBICICHUS
4y>koro o0pasia B HOBOM XyJ0)KECTBEHHOM KoHTeKcTe. [Taposns, kKak criocod KOHCTpyHpOBaHUS CYBEPEHHOTO aBTOP-
CKOTO ITPOCTPAHCTBA U CO3JaHus 3aIIU(QPOBAHHBIX TOCIAHUH, YTBEPIKash aBTOPCKYIO HJICIO CIIOKHOCTBIO OpraHu3a-
[IMH CaMOW CMBICJIOIIOPOXKIAIOIIEH CTPYKTYPBI, TO3BOJISIET IPUOIM3UTHCS K OTBETY Ha BakKHEHIIMH Juis «BomnmeOHo#
¢ueiiTe» Borpoc: o uéM ata onepa? OH He TepsieT aKTyalbHOCTH BBUY HEYMOIIKAIOIINX JIUCKYCCHIT BOKPYT HEOIHO-
3HAUYHOCTH COZIeprKaHus pousBeeHus. HeomHokpaTHOE oOpaliieHue K OIHOMY U TOMY )K€ HICTOUHUKY (CBSI3U C OTlepoi
I'moka oOHapyxwuBatorcsi B necHe Ha ciosa M. SIkobu «K Xitoe») mo3Boisier ycMOTpeTh ero oco0yro 3HaYMMOCTh
Juist Morapra 1 1o-HOBOMY B3IJISIHYTh Ha OTHOLIEHUE aBTOpa «BonmeOHo# (uedTh» K cBOEMY BEIMKOMY IpEle-
CTBEHHMKY — HE TOJIbKO aHTHUIIOLY B 00JIacTH ONepHOW pedopMbl, HO OJIHOMY M3 KYMHPOB, My3bIKa KOTOPOTO HE pa3
CTaHOBMJIACH JIJIst MonapTa 00beKTOM NPHUTSHKEHHMST, TOBOIOM ISl CO3/IaHUSI TITYOOKHUX MCHXOJIOIMYE€CKUX OTKPOBEHHH.

KiroyeBble ciioBa: mapojusi, aJunto3us, uHTeprekct, [imok, Mouaprt, . SIko6u, Opdeit, «Opdeit n DBpuankay,
«Bommebnas dueiiray, «K Xmoe»

“The Magic Flute”: a Dialogue with Gluck

The article is devoted to the intertextual analysis of Wolfgang Amadeus Mozart’s opera “The Magic Flute,” revealing
allusive connections with Christoph Willibald Gluck’s opera “Orfeo ed Eurydice.” The principle of intertextuality is
interpreted in it as the method of parody, inherent to Mozart’s epoch, to which the composer himself was not indifferent
— a rethinking of the image created by another artist in a new artistic context. Parody as a means of construction of
the artist’s sovereign space and the creation of encoded epistles, asserting the author’s idea by the complexity of the
organization of the meaning-generating structure, makes it possible to approach the answer to the question sacramental
for “The Magic Flute”: what is this opera about? It does not lose its relevance in view of the ceaseless discussions
around the ambiguity of the composition’s content. The multifold turning to the same source (connections to Gluck’s
opera are revealed in the song to the text of Johann Georg Jacobi, “An Chlo&”) makes it possible to perceive its
special significance for Mozart and to glance anew on the attitude of the composer of “The Magic Flute” towards
his great predecessor, who not only was his antipode in terms of operatic reform, but one of his idols. The music of
Gluck presented for Mozart more than once an object of attraction and a motive for creating profound psychological
revelations.

Keywords: parody, allusion, intertext, Cluck, Mozart, Johann Georg Jacobi, Orpheus, “Orfeo ed Eurydice,” The
magic Flute”, “An Chlog&”
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MEPEBOA, . 1. YAUKOBCKUM «TRAITE GENERAL D’INSTRUMENTATION»
®. O. TEBAPTA B KOHTEKCTE BPEMEHUA'

COBPEMEHHOM BY30BCKOM y4€OHOM I0-

cooun C. B. Tronenena «Teopust mepe-

Boga» [16] HEOXWITAaHHO HaTaJIKUBa-
eMcs Ha ynomuHanue I1. M. YalikoBckoro kak
nepeBonunka. Ero mepeBoa Ha pycCKHM SI3bIK
«Traité général d’instrumentation»’ OeJIbIHiA-
ckoro teoperuka ®@. O. 'eBapra’, BhImICAIINIT
B 1866 roay B uznarensctse I1. 1. FOprencona
1moJ, Ha3zBaHueM «PyKOBOJICTBO K MHCTPYMEH-
TOBKe»!, TpencraBieH TIONCHEBBIM OTHIOIb
HE B KadyecTBe 00pa3loBOro. ABTOp MocoOus
nuuier: «B Hame Bpems nepeBoIUMK Bpsi Jin
MOKET T03BOJINTH ceOe Jake KOMMEHTapuu
U 3aMEYaHUs TaKoro poja, Kak Te, 4TO MO3BO-
auil ce0e M3BECTHBIM PYCCKUI KOMIIO3UTOP
II. 1. YalikoBCKMM, BBICTYIUBIIMH B PO
MepeBOAUMKa C (PPaHIy3CKOrO SI3bIKa Ha pyc-
ckuil “PyKoBOJICTBA K MHHCTPYMEHTOBKE” TIPO.
A. @. I'eBapra. B pasnene o dnaxonerax, me-
peBomst ppaHiy3ckuii opuruHai, YalkoBCKuid
Na€T cleqyoliue KOMMEHTapuu. 3asiBICHUE
I'eBapra: “Camoe apeBHee, HaM H3BECTHOE,
MIpUMEHEHHE (IIaXKOJIETHBIX 3BYKOB K OPKECTPY
BcTpeuaercs: B onepe Toma YKonca® duimmno-
pa. C toit mopsl 3pHEKTOM ITHM KOMIIO3UTO-
pBI BOBce He 3ioynorpedinsuin’” — YallkoBckuii
KOMMEHTUPYET CJEAYIOIIUM IpUMEYaHUEM:
“He noHnmaem, Kak aBTOp HE BCIIOMHUJI B 3TON
CTaTb€ O TeHUaJbHBIX MombITKax bepnuosa; a
eni€ cooredecTBeHHUK!” OH Bps IU MOT Clie-
JaTh TaKoe MPUCTBDKAIOIIEE aBTOpA 3aMeUaHne
B Hame Bpems. Ceifyac 0ObEKTUBHOCTD [T0Ka3a
TOYKHU 3pEHUs aBTOpa JJIsl IEPEeBOJUHUKA — HOP-
May» [Tam ke, c. 17]. JlelcTBUTENBHO, C TTO3HU-
LA COBPEMEHHOW TEOPUH NEPEBOJA PYCCKUU
TeKcT YallKOBCKOTO Heb3si Ha3BaTh 00pasIo-
BBIM I10 TOM IPUYUHE, YTO EPEBOTUNK TOMUMO

MPSIMBIX 00sI3aHHOCTEN MEPEBOIUTH ABTOPCKUI
TEKCT B KYJIBTYpPOJIOTMYECKOM COOTBETCTBHH,
COXpaHss CTWJINCTUKY M TOH OpPUIMHAJa U HE
HCKaXkasi MO3UIUIO aBTOpa, B3sUl Ha ceds emé
u ¢yukiuo kputuka®. Ho tak au YalikoBckuii
ObLT OIMHOK CpeJli COBPEMEHHHUKOB B CTpEMIIE-
HUW COBMECTUTBH IIEPEBOJ C AHAINU30M aBTOP-
CKOTO B3IVIsiZIa HAa TIpoOieMy?

Uccnenys nepeBoj kak cepy rymaHurtap-
HOM MBICIIH, JOKTOp (UIONIOTMYECKHX HayK
A. B. MapkoB Tak xapakTepusyeT crneuuduky
POCCHICKOTO HAay4yHOI'O IIEPEBO/A B €r0 MCTO-
pUYecKoil peTpocnekTuse: «B oreuecTBeHHOU
KYJIETyp€ OTHOILIECHHE K IIEPEBOY HUKOTAA HE
ObLI0 “n30upaTeNibHBIM” — BBIOOP TEPEBOIHU-
MBIX UCTOYHHKOB HE ObLI CBSA3aH, KaK B 3amnaj-
HoMl EBpomne, ¢ HyxaamMu OOTOCIOBCKUX, Ipa-
BOBBIX M IO3JHEE — MOPAJIBHBIX IHUCLHILINH.
[IpodeccronanbHbIM 3ajauaM OTEUECTBEHHbBIE
NepPEeBOAUMKH, HauMHas ¢ 31noxu CpeaHeBeKo-
Bbsl, MPEANOYUTAIN IPOCBEUIEHUE, ITOHATOE
B BECbMa UIMPOKOM CMBbIC/IE. 3aBBILICHHbIE
HAJeXK/bl, BO3JAraBIIMECs Ha IEPEBOJ, IpHU-
BOAWIN K TOMY, 4TO Jito0oe pedhopMaTropckoe
WU PEBOJIOLHMOHHOE JABWKEHUE HAYMHAJIOCh
HE C COOCTBEHHBIX JIEKIapaluil, a ¢ MOSBICHUS
nepeBoAHON KHHUru. <...> CaMOCTOSTEeIbHOE
3HAQUEHUE MEPEBO/IA B POCCHICKON KYJIbTYypE,
Oonee Hurae He Mpicnumoe B EBpomne, cos3na-
BaJIO TPYIHOCTH JUIsl BHEILIHEro HaOirogaress:
OH 4YacTO HE MOT IOHATH, IJI€ KOHYAETCS IPO-
CBEIICHUE U HAauYMHAETCs KpUTHUYecKas padboTa
MBICTIY [8].

[lepeBonbl ¢ €BPONENCKUX S3BIKOB Ha pycC-
CKUH B 00JaCTH POCCUICKOM MY3bIKaJIbHOMN
Hayku nocienHer tpetn XIX — nagama XX
BEKOB HE SIBJISIUCH 371€Ch MCKIIIOYEHUEM, YTO
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BO MHOTOM M OOBSICHSET HaJIW4YHE KOMMEHTa-
PUCB NIEPEBOJAYMKA K NCPEBOJUMOMY UM TCK-
cty. CymiecTBoBasio (M MOHBIHE CYILIECTBYET)
JBa BHUJA TAKUX KOMMCHTApPHUCB. K IEpBOMY
OTHOCHUJIMCh KOMMCHTApUH, pacrojaraBumnc-
Cia nepea OCHOBHBIM TCKCTOM I10[] Ha3BAHUCM
«lIpenucinoBue K pycckoMy IEpPEBOAY» WU
«OT1 mepeBopuuKa». 31eCh NEPEBOAYUK MOT
coo0Imares 0 1eJIu MEPeBoja, JaBaTh KPATKYIO
XapaKTEepUCTUKY IEepeBOAUMON paboTe, Hu3a-
rarb cOOCTBEHHbBIE TCOPCTUUCCKUC B3MIAABI U
000CHOBEIBATh IMO3UIMK B IICPEBOJAC, a TAKKC
OIMMCBIBATH BOSHUKABIIMC IIPH IIECPEBOAC CIIOK-
HOCTH (3TO Kacajaoch, Yallle BCEro, TCPMHUHO-
JIOTUYECKOTO COOTBETCTBUS). «PyKOBOACTBOY»
I'eBapta / YailkoBCKOTO OTKpPBIBAETCS KakK pa3
TaKUM KOMMEHTapueMm, rie chopmynupoBaHa
uenp nepeoja: «Hacrosmuii nepeBos caenax
B BUJAX IOJIb3bl TOM YaCTU PYCCKOrO KOHOIIE-
CTBa, KOTOPasi OCBSITHIIA CEOSI BCECTOPOHHEMY
N3YyUYCHHIO UCKYCCTBA B HAILIUX ABYX, IIOKaAMECT
€AMHCTBEHHBIX KOHcepBaTopusax» [17, c. 13].
[Tockonbky pabora YalikoBCKOro OKa3ajiach
IEPBBIM  OTCUCCTBCHHBIM  OIILITOM IICPEBO-
JIa ISl HYXJ KOHCEPBATOPHUH, TO, BO3MOXKHO,
HMCHHO OHa 3aJIOKHJIa TpaJulHuio HOI[06HI)IX
IIPEINUCIOBUN K IIEPEBOJIaM TPYHAOB CXOIHOTO
Ha3HaA4YCHU.

B xpononornyeckoii OJIM30CTH K OTKPBITHIO KOHCEp-
Baropuii B [lerepOypre u MockBe 1, COOTBETCTBEHHO, 00
nepeBoyia «Traité» I'eBapra YaiikoBcKNM, M3BECTHBI TPH
NepeBosia Ha PYCCKUN M3 00JIaCTH TEOPUU MY3BIKH, BCE
— ¢ Hemenkoro: B 1861 rogy Beinuia pabora @. I'nelixa
«PykoBOACTBO K HOBelllIell HHCTpyMeHTOBKe, uiu Ilpa-
BWJIa K W3YYEHHUIO BCEX YMOTPEOSIEMBIX B OpKECTpe
HHCTPYMEHTOB»'; B 1864-M BaplIaBCKUM H3/aTeleM
X. A. Ommenem ObulM BBIMYIIEHBI B CBET, 0e3 ykaza-
HUSI UMEH IE€PEBOAYMKOB, «My3bIKAIbHbBIH KaTEeXU3HC)
U. K. Jlo6e® u «Kparkoe pyKoBOACTBO K H3YUCHHIO I'¢HE-
pan-6aca» O. Kons6e®. [lepeBoasl Tpynos JIode u Kosb-
0e mpegHa3HAYaMMCh JUIL camMooOpaszoBaHuUs. Tpyabl
I'meiixa n Konpbe kakux-au00 MpEeTUCIOBUI «OT repe-
BOJUMKa» HE COJEprKaT, aHOHUMHBIH ke nepeBoy JIoOe B
HACTOSIILUI MOMEHT HalTH He yaanock. UTo ke kacaeTcs
NIEPEBOJIOB, CIEAYIOUIUX XPOHOJIOIHUYECKH 3a «PykoBon-
crBomM» ['eBapra / YalikoBCKOTO, TO ISl HUX IPEIUCIIO-
BHSI IEPEBOUMKA BECbMa TUIIMYHEL. BOT psit mpumepos.
A. C. ®amMuHIBIH B IEpeBO/IC UM « Y YeOHNKA TaPMOHHI)

3. @. Puxrepa (1-e nzganue B 1868) cunraer HeobOXo-
JUMBIM OIpPABJATh TSKEIOBECHOCTb CTUIISI MEPEBOJA:

«S1 crapancs, mast GombIIed TOYHOCTH, MEPKATHCS Kak
MOXXHO OJIMKE HEMEUKOTO TEKCTa, M MOTOMY CKaThIH,
caM 1o cebe yKe HEpPEAKO TSKEIBIH, CIIOT MOATMHHHUKA
HE MOT HE 0Tpa3uThcs U Ha mepeBoze» [ 14, c. VI]. Hampo-
THUB, TOZO00HAS K€ TSDKECTH SI3bIKA HEMENIKOTO «Y 4eOHH-
Ka My3BIKaJbHEIX (hopm» JI. Byccnepa paccmarpuBaeTcst
Kak goctomHCTBO B mepeBoxe FO. A. Ilyxambckoit mox
pemakumeit A. U. KOckeBnua-KpackoBckoro: «Ho atn
HEI0CTATKM, OYCHb 3aMEeTHBIC P 6erinoM dTeHuu '’
MIPEBPAIIAIOTCA B JOCTOMHCTBA IPH M3yUCHNH TIpEMe-
ta. Cyxas, myooBatas (pasa, I 3aIIOMHUHAHUS KOTOPOH
TpeOyeTcsl HEOIHOKPAaTHOE MPOYTEHHE, HABEPHO OCTa-
HETCs B TOJIOBE Ha JOJbIIE, 9eM OnecTammi (efiepBepk
M3AIMIHBIX BBIPAXKEHUH, JIETKO BOCIPHHIMAEMBIX, HO €IIle
nerde 3abbBaeMbrx» [3, ¢. VII]. C. U. Tanees B mepese-
néaaoM uM yuebnunke byccnepa «Crpornit ctinb. Y4eo-
HHUK TIPOCTOTO M CJIOKHOTO KOHTPAITyHKTA, WMHTAIWH,
(yru v KaHOHA B IEPKOBHBIX JIA1aX» UCTIONB3YET Pa3ies
«OT nepeBorInKay JUT U3JI0KEHHUS COOCTBEHHBIX B3IJIA-
JIOB Ha ITyTh Pa3BUTHS PycCKoil My3bIku: «KoHTpamyH-
KTH4eckasgs o0paboTKa PYCCKUX IIEPKOBHBIX HAICBOB,
BBE/ICHHE MX B COYMHEHHS, MMEIOUINE 3aKOHUCHHYIO
XyIOKECTBCHHYIO (popMy; BBIpaOOTKa MY3BIKaIbLHOTO
sI3bIKA, HEPA3PBIBHO CBA3AHHOTO C 3TUMM HAIleBaMH, B
KOTOPOM OBI OTPa3HIINCh UX XapaKTEPUCTHIECCKHUE YEPTHI
— BOT 3a/1a41, KOTOPBIE MIPEACTOST PyCCKHUM MYy3BbIKaHTaM
B 00nacTu 1epKoBHOM My3bIKH. / HeoOxommmeIM ycio-
BHEM JUIsl BBITIOJHEHMS 3TUX 3a7ad SIBIACTCS N3ydCHHUE
KOHTPAITyHKTHYECKOTO CTHJI BOOOIIE, CTPOTOTO B OCO-
oerHocT» [2, c. IV].

Ko Bropomy BHJly KOMMEHTAapUEB OTHOCAT-
Cs1 BCTABKM B aBTOPCKHH TEKCT, KOTOpBIE, KaK
MIPaBUJIO, TOKE OTOBAPUBAINCH B IIPEIUCIOBUN
«Ot mnepeBopuuka». BHYTpUTEKCTOBBIE KOM-
MEHTapUM MOIIU OBbITh KaK CJIOBECHBIMH, TaK
1 HOTHBIMH. VX Ha3Ha4eHUEM SBIAIOCH BBE-
JIeHHe HOBOW MH(OpPMALUU, pacHIMpSIOEH U
oboramaromnieid  coaepkaHue I[epeBOAUMOrO
TEKCTa.

HanomuanMm Onectsmuiit o6pasern takoro poxa (yxe
n3 cdepsl My3bIKAIbHO-IHIUKIONEANYECKON JIUTepa-
TYpbl), JaJ€KO BBIXOJASAIIMN 3a Mpeesibl KOMMEHTapu-
€B UM BCTaBOK, — «My3bIKanbHbIl ciioBaps» 1. Pumana
B nepesoze b. Oprencona nox pen. FO. Durens, «no-
IIOJIHEHHBIH PYCCKUM OTHAEIOM, COCTABICHHBIM IpU
corpynauyectse I1. Beiimapna, B. IIpeoOpaxkenckoro,
H. ®unpeiizena, 0. Durens, b. IOprencona u np.»
[12, TurynpHas cTp.]. B obmactn coOcTBEeHHO My3bI-
KaJIbHO-TEOPETUUYECKOI IEPEeBOJHON JUTEeparypsl sp-
KHM TPUMEpPOM MpencTaér IepeBox ¢ (paHIy3CKOro
«Mcropuu yuenus o rapmonun» JI. Illepanse. IlepeBon
BoinosiHeH B 1932 roay 3. [oranosoii u B. Tapanyuien-
ko nop penakuueir M. B. VBanoBa-bopenkoro. Emy ke
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MIPUHAUISKAT ¥ OOIIMPHBIE BHYTPUTEKCTOBBIE BCTABKH,
HEOOXOIMMOCTh BBEJICHUS KOTOPBHIX MBaHOB-Boperkmit
OOBSICHSJ CIETYIOMNUMH NpHUuHaMH: «Tak Kak cTaThs
9Ta OCTaBIsICT 0€3 BHUMAHHS MHOTO TPYZOB MO TapMo-
HUM, 0COOCHHO HEMEIKHX M PYCCKHX, MPEICTABUIOCH
HEOOXOAMMBIM JOIOJIHUTE €€, MCIIOIL30BaB OOrarcraa
KHUTOXpaHuiuia MOCKOBCKOH KOHCEPBAaTOPHH, BKIIIO-
YEHUEM IIEJIOTO Psi/ia MOYEMY-JIN00 MPOITYIEHHBIX aBTO-
POM CTaTbU TPYAOB; KPOME TOTO, OKA3aI0Ch B HEKOTOPBIX
ClTy4asix Hy’>KHBIM HECKOJIBKO PACIIHMPHUTh N3TI0KEHUE aB-
TOpa; HAKOHEII, TaK KaK aBTOP JOBOAWUT CBOM TPy JIHIIIb
110 koHa XIX B., B IOTIOJIHEHUHU PEJAKTOPOM JIaH OYEpK
Pa3BUTHSI YYEHUM O TApMOHUHU N1EPBOM UeTBEPTU XX B.»
[18, c. XIII].

[TonoOHble BCTaBKM JaBajil TakKXkKe BO3-
MOXKHOCTh 3a0CTPUTh BHUMAaHHUE PYCCKOTO
ajpecara Ha mpoOiieMax MY3bIKaJIbHOIO HC-
KyccTBa cobcTBeHHOro otedectna'l. JlaHHBIN
BHJI KOMMEHTApUEB IPEJCTABICH B IEPEBOJIE
YalKOBCKOTO TEKCTOBBIMU JONOJIHEHUSIMH H
BOCHbMbIO HOTHBIMU MIPUMEPAMHU U3 NIPOU3BEIE-
Hull [uHKK: 3TO pparMeHTsl U3 YBEPTIOPHI K
omnepe «2Ku3Hb 3a Haps», «AparoHCKou XOTbD»,
«KamapuHnckoit», My3blku K Tparennn «KHsa3b
Xonmckwuity, 6amnaasl @unHa u3 «Pyciana u
JIronMutbi» 2.

[Ipu Bceli 0O4EeBHIHOCTH IIPSIMOTO Ha3Haude-
HUS BCTaBOK oOpainaeT Ha ce0s BHUMaHUE He-
KOTOpasi, 1O CErOAHSIIHUM IPEACTaBICHUAM,
HEYMECTHOCTb IPUCYTCTBUS B NIEPEBOJE HAYU-
HOTO TpyJa TE€X CaMbIX BOJIBHOCTEW, KOTOpPbIE
C. B. TioneneB oxapakTepu3oBajl KaK «IpHU-
CTBDKAIOIIME aBTOpa 3aMedyaHus». B mouckax
oTBeTa Ha Bompoc: orkyna [Iérp Mienu mor
3aMMCTBOBAaTh MOAOOHBIN CTUIIb «BTOPKEHUSD)
IIEPEBOIYMKA B aBTOPCKHUM TEKCT U IIOYEMY 3TO
HE BBI3BAJIO MPOTECTA CO CTOPOHBI M3AATENS,
obOpatumcs Kk cepe coBpeMeHHON YailkoBCKO-
My MY3bIKaJIbHOU MyOIULIUCTUKH.

3nech mepeBoj OKa3bIBaJICA IOAYAC €/Ba
JY HE TOJIEM CPaKEHUs NEPEBOJUYMKA C aAB-
TOPOM, WJIH, 110 KpalHEel Mepe, BecbMa IOJI-
XOASIUIUM MOBOAOM H3J0KUTh COOCTBEHHBIN
B3I Ha npeamet'®. [TockonbKy ke myOmu-
uuctuka B XIX Beke Oblia aBTOpUTETHEM-
IIUM «CpPEJCTBOM MaccoBOW HHGOpPMALUN»,
TO MEpPEeBOJ Cyry0o TEOpEeTHUECKHX TPYIOB
HE MOT, B TOW WJIM NHOU CTEIIEHH, HE UCIIBITHI-

BaTh Ha ceOe e€ BiausHUE. B pe3ynbrare nepe-
BOJl HAYYHOM M TEOPETUKO-NEAArorudeckoun
JUTEpaTypbl OKa3bIBAJICS MPOEKIIMENH Ha HEro
CBOHCTB PYCCKOH MY3bIKaJIbHON MyOIuIu-
CTUKH B 1[€JIOM — SIPKO MOJIEMHUYHON, SIMOLIUO-
HAJIbHO OKpAILIEHHOM, MOPOM MPEBBIIAIOIIECH
CBOU «IIOJTHOMOUHUSI» U MPUBOSILIEH eaBa 11
HE K NMyOJIMYHBIM OCKOPOJIEHUSIM CTOPOH OIl-
MO3UIINH, YTO MOKHO HaOIoaaTh B paboTax
TaKUX KPYIHHBIX GuUryp B chepe My3bIKalb-
HoM kputuku, kak A. H. Cepos, B. B. Cracos
u, ocobenno, L. A. Krou'*. IIpoiinér n8a roma
nocie BbIXxofa U3 mnedatu «PykoBoacTBa»
I'eBapra / YaiikoBckoro, u cam [1érp Unbuu
HAaYHET CHUCTEMAaTHYECKYI0 JesTeIbHOCTh
KpUTHKa B npecce. Torjaa B ero KOHIEPTHBIX
U TeaTpaJbHBIX 0030pax OOHApYXHUT ceOls
CTUJIMCTHKA, YK€ 3HAKOMas 0 BCTaBKaM «OT
IIEpEeBOUMKA» B PYCCKOM TEKCTe yueOHMKa
I'eBapra.

WTak, KakiuM ke 1eJsIM CITYKUIH KOMMEH-
tapun YaiikoBckoro-nepeBogunka? besycnos-
HO, OJIHUM M3 BaXKHBIX [OCHUIOB BCTaBOK «OT
nepeBolunKa» Obula opueHTanus YailkoBcko-
ro Ha Oosee TIyOOKO€ PACKPBITHE TE3UCOB,
BBICKa3aHHbIX [eBapToM. J[pyrumM MOTHBOM K
BHECEHHUIO B MEPEBOJ CBOUX IMPUMEUYAHUH U
IIPUMEPOB CTaJ0 CTpeMiIeHHe YalKOBCKOTO
OCOBPEMEHUTH cojiepkaHue Tpyaa [eapra.
Ha ero orcraBanue oT BpeMeHHU, B YaCTHOCTH,
obpaman BaumManne A. H. CepoB: «Y4ueOHUK
BBIXOJIUT HANHMCAHHBIM OyATO B Hayaje 3TOro
CTOJIETHS, a HE B LIECTUIECITHIX €ro rojax, —
ceToBas KpUTuK. — Ha mpakruke, T. €. B mapTu-
TYPHBIX npumepax”’, ... HET HU 00HO20 NpUMe-
pa u3z bepnuosa, Hu 00no2o uz Menoenvcona, u
monbko 00ur (IPUTOM BOBCE HE 3aMeyaTesib-
Hblil) u3 P. Baruepal» [15, c. 596]. YaiikoBcko-
My KaK IEpeBOJYMKY HHUYETO HE OCTaBaJIOCh,
KaK IO XOIy H3JI0KE€HUs TEKCTa YyKa3bIBaTh
YUTATENII0 Ha HEMOJHOTY WJIM OLIMOOYHOCTH
CBeJeHUM, npenocTtasisieMbix [eBaprom. U3
IIE€CTHAATH MpUMEYaHUil MepeBOAYnKa BO-
CEeMb CJIElyeT OTHECTH K Oe3yCJIOBHO KpH-
tnaeckuM. K npuBen€éHHON BbIIIE LUTATE U3
C. B. TroneneBa 106aBuM e napy npuMepoB
Takoro poxa [17]:
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Ta6auna 1 BHecenue B TEKCT mnepeBona
o o COOCTBEHHBIX JOTMOJHEHHI OBLIO
I'eBapr YaiikoBckui
00yCIJIOBJIEHO TaKXe CTPEMJIEHUEM
«ITonepemenHoe ynotpebie-| «*ABrop ommubaercs. Bo o
YaiikoBckoro npubiusuth «Pyko-
HHUE OTKPBITBIX U 3aKPBITHIX 3BYKOB | (hPaHILy3CKHX KOMHYECKHX

[Tp€XnHMCTOHHONW BaITOPHBI| MOIVIO
651 mponsBecTr APPEKTHI, KOTOPHIMU
JIO CHX IOp €lI€ COBCEM He MOJIb30Ba-
muce*y (c. 136).

orepax 3ToT 3 (HeKT He BCTpe-
yaercs, KOHe4YHO; a B I'epma-
HHUM MBI 3HaeM, YTO MM I1OJIb-
30BaJIMCh ¢ ycrexom» (c. 136).

«B 3T0¥ KHUTE MBI COOOPA30BAIIHCH
B OTHOLIEHWU PACTIOJIOKEHHS MapTH-
Typ C CHCTeMOW Hamboiee pacmpo-
CTpaHEHHOM, BBEIEHHOM, II0-BUAUMO-
My, beTxoBeHOM U cocTosiiel B TOM,
YTOOBI KaK MOKHO OJIMKE COEIMHUTH
Ha Oymare MHCTPYMEHTBHI, ITPHUHA]IIC-
JKalue onHoW rpymnme. I'pynmsl pac-
MOJIOKEHBI TaK, YTO TJIa3 Cpaszy CXBa-
THIBAET CaMble XapaKTEPUCTUUYECKHE
4epThI KAKI0M 13 HUX ' » (C. 356).

«'He mnonumaem, OTKyna
aBTOp B3sJI, YTO JTa CHUCTE-
Mma BBeacHa berxoBenoM. OH
pacrmosnarai HHCTPYMEHTHI CO-
BEPILIEHHO MHAYE W HIUCKOIBKO
HE YKJIOHSUICS B 9TOM OTHOIIIe-
Huu ot laiigHa u Mouapra»
(c. 356).

[IaTp mpuMedaHUil CBSI3aHBI CO CCBUIKAMM Ha MY3bI-
KaJbHble 00pa31pl U3 [TMHKY (ONMSITh-Taku HE 0€3 KPUTHUKH
B cTopony ['eBapra). Hanpumep, cm. tabnuiy 2.

Taoauma 2

I'eBapr

YalKkoBCKUMN

«Crnoco0 ymotpebnenusi Tpombo-
HOB. Hu onunH xoMmosutop He ymo-
TpeOisit TPOMOOHOB Kak cono' B op-
kectpe» (c. 129).

«<...> Asrop oOHapyxu-
BaeT 3/1eCh HE3HAHHUE MHOTHX
HOBEUIIIUX COUMHEHUH. MBI, C
CBOE CTOPOHBI, HE MOJKEM HE
00paTuTh BHUMaHHE y4allero-
Csl Ha reHHabHeHIIHH 3¢ peKT
yIoTpeOneHns: TPOMOOHOB ISt
MeJoAnu B “AparoHcKoil xore”
Tmaaxm (c. 129).

«Kak npoMeXyTOUHBII HHCTpY-
MEHT, (ParoT COoenuHSICTCS TaKKe C
anpramu. CoemuHEHHE STHUX TPEX
TeMOpPOB (BHOJIOHYEID, ajbT, (aror')
[IPOU3BOAUT 3ByUYHOCTb UPE3BBIYAITHO
OsaropomHOro Xapakrepay (c. 213).

«'TennanbHbIi puUMep
atoro 3¢ dekra B yBepTIOpe K
onepe Pycnan u Jlrommuna»
(c. 213).

Tpu nOTIOTHEHUST YTOYHSIOT
npumep, cM. Tadbauiyy 3.

Taoaunma 3

aBTOpCcKHe cBeneHus. Ha-

I'eBapr

YalKkoBCKUMN

Boennsiii  op-
kectp. «Musique
d’Harmonie'»
(c. 310).

«'TIoz 5TUM CJIOBOM aBTOP pa3yMeeT OPKECTPEI, B
KOTOPBIX HAXOMSITCS U ICPEBSHHBIC U MEITHBIE HHCTPY-
MEHTBI B IIPOTHBONOJIOKHOCTH Fanfares, opkectpy 13
HCKITIOUUTEIBHO METHBIX HHCTPYMEHTOBY (c. 310).

131

BOJICTBO» K TBOPYECKOW IPAKTUKE
komno3utopoB Poccum u, oxHo-
BPEMEHHO, BIIMCAaTh OTEYECTBEH-
HYI0 MPAKTUKY B EBpPONEHCKHN
KOHTEKCT. Pacmupsss HOTHbIMU
IpUMepaMu W3  IPOU3BEIAECHUU
['MuHKYM 4nCIIO My3BIKAJIBHBIX WII-
JIOCTpALUi, MPEeLIOKEHHBIX [e-
BapTOM, YalKOBCKUI BIIOJIHE JO-
CTUTAET ATON OIArOPOAHON IENH
ocpelHuYecTBa B 0OMEHE Xy[0-
KECTBEHHBIMU LIEHHOCTSIMU MEX-
Ny KyJBTypaMHu.

Kak npumeuanus YaliKoBCKOTo
K TeKCTy ['eBapra, Tak M BHECEH-
HbIE MM HOTHBIE IIPUMEpPHI Cpa3y
OLIEHWJ 1O J0CTOMHCTBY CepoB:

«YyBCTBYS  KanuTAJIbHYK  He-
IIOJIHOTY KHUTM [eBaepra B 3TOM
OTHOILIEHUHU, — IUCAI KPUTHUK B

1867 rony, — nepeBOAYUK BO MHO-
TUX MecTax MpuOaBIsgeT MpUMe-
YyaHHEeM: ‘“‘aBTOp OOHapyKUBaeT
He3HaHue'® MHOTHX  HOBEHIINX
counHenuii”. — Ho »aToro mano.
DT0 — HE OoJIbllIe KakK IMOIyMepa.
Benw npubasuin xe . YaliKoBCKHi
HECKOJIbKO TMPUMEPOB M3 HAIIEro
Tiunku u, xax pycckuil, TOCTYINI
npeBocxogHo» [15, ¢. 596]. On-
HAKO, XBaJlsi WHUIIMATHUBBI TEepe-
BOJYMKA, KPUTHK, B TO K€ BpPEM,
neHsut emy: «B oTHOmeHnun xe 00-
HIEEBPONEUCKOTO Kypca HHCTPY-
MEHTOBKU HenpemeHHO CIEI0Ba0
nomnoJaHUTh KHUTY ['eBaepTa 0Opas-
namu u3 beprnuoza, Menoenvcona
u Baenepa <...>. Jla n w3 [unxu
<...> HeobXoAuMO ObLIO 1060716~
wie TIPUMEPOB, XaPAKTEPUCTHY-
HBIX» [TaMm ke, ¢. 596-597]. Bor
" emé OAHO MOATBEPKIAECHUE TIPH-
BBIYHOCTH AKTHUBHOTO BHEIPEHUS
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[IEPEBO/IUYMKA B TEKCT IEPEBOJUMON UM Cy-
ry00 HaydYHOM WM Y4eOHO-METOANYECKON
auteparypbl. OZHAKO CO3JlaHHE CBOETO pojia
napagpasz Ha temy «Traité» ['eBapTa B rianbl
YalikoBcKoro BCé ke He Bxommio. Humaio He
npeTeHays Ha 6oJbliee, OH J0OPOCOBECTHO U
MaKCHUMaJIbHO TBOPYECKHU BBINOJHSI MOCTaB-
JICHHYIO Tepe] HUM 3aJadyy C TOH CTENeHbIO
JOTYCTUMOCTH COOCTBEHHBIX «BTOP>KEHUID) B
[IePEBOIUMBIN TEKCT, KOTOpasi Oblila «CaHKLU-
OHHMPOBaHa» TPAJULUIMH [IEPEBOJIa €r0 Bpe-
MeHU. «Bo Bcsakom ciydae, OHaKO, pycCcKoe
IOHOILIECTBO MY3bIKaJIbHOE JOJKHO CKa3aTh
r. YalikoBckOoMy OoJibIIoe criacuboy» [Tam ke,
c. 597], — 3axmouan Cepos.

Jla, 6e3yciOBHO, HMCXOJs M3 COBPEMEH-
HOW TEOpHH TEepeBO/ia KaK y4eOHOW HMCIU-
IUIMHBI, TepeBo] YaWKOBCKOrO BBINOJHEH
He Ha «omin4Ho». OpHako OH Oe3ympeyel,
€Clii B3MVISIHYTh Ha HEro ¢ IMO3ULUU HEKO-
€ro BBICIIEr0 CMbICIA, COMNIACHO KOTOpOM
«TEepeBOJl — aHTPONOJOTHYECKass KOHCTaHTa
YeJI0BEUECKOro OBITHS U YCIOBHE BO3MOXK-
HOCTHU TO3HAHMS B T'YMaHHTApHBIX HayKax;
BMECTE C TEM 3TO HE YHUCTO aKajeMuyeckas
Martepusi, HO cdepa cTpacTel U CTOJIKHOBE-
Huit» [1, c. 4]. Ilo cyTHn, B nepeBojie KHUTU
I'eBapTa YalikoBckuil neiicTBoBal Mo Gopmy-
Je, KOoTopas BIIOCIEACTBUM Oyaer chopmy-
JUpOBaHa BBIJIAIOIIMMCS JIUTEPATyPOBEIOM
M. JI. T'acttapoBsiM: «IlepeBox ecTh paBHO-
NeNCTBYyIOIIAs TOrO, YTO MEPEBOAYHUK JOJI-
KEH, MOXKET U XOYeT: YTO OH JIOJIKEH, 3ajia-
€T MOMJMHHUK, YTO OH MOXET, ONpPEAEIISIIOT
CpE/ICTBA €ro f3bIKa; YTO OH XOYET — 3TO €ro
MPEANOYTEHUS. U BKYChI, 10 KOTOPBIM OH OT-
OMpaeT 4YTo-TO M3 ATUX CPeAcTB» (LUT. MO:
[1, c. 500-501]). BriOop xe npeanoyTeHuil u
BKYCOB BO MHOTOM OIIPEAEIISIETCS MECTOM U
BPEMEHEM >KM3HU MEPEBOJUYNKA, HEMUHYEMO
3aCTaBlIsAsl €r0 CO37aBaTh MPOLYKT CBOEH 3110-
X1, TOW WJIM UHOW CTENEHU €T0 UCTOPUYECKON

3HaunmocTH. Otcioga u crenuduka Hayd-
HO-TIyOTUIIUCTUYECKON CTUIIMCTUKHU PYCCKOTO
TEKCTa, ONpeAeIEHHBIN «ITPOU3BOI» EPEBO/I-
YUKa U OPSIMBIM TEKCTOM JIeKJIapupyemas um
MO3UIIUS €AMHOMBIIUIEHHUKA U OINIOHEHTa B
OJTHOM JIMII€ 10 OTHOILEHHUIO K aBTOpYy Iepe-
BOJMMOTO TEKCTA.

Urto kacaercs ncropuyeckoro mecra «Pyko-
BoJicTBa» ['eBapra / YallkoBCKOTO, TO OHO C O4e-
BUJTHOCTBIO OIPENEseTCs IByMsI IPAaKTUKAMU:
KOMIIO3UTOPCKOM M NEAAarornyecKod IpakTh-
kol Poccuu, a Takxke KOMIO3UTOPCKOM U Teia-
TrOrM4eCKOM IMTPaKTUKOM camoro YalKoBCKOTO, a
UMEHHO:

— mnepeBoJ YallKOBCKOTO Jajl  BO3MOXK-
HOCTb IPaKTUYECKOTO IPUMEHEHHUS CBele-
Huit «Traité» I'eBapra B ycinoBusix npodeccu-
OHAJILHOTO 00pa3oBaHUsl M KOMIIO3UTOPCKOI
NesATeTbHOCTH My3bIKaHTOB Poccum  1860-x
rofoB u jganee. Heckonpko necstuneTuii, 1o
nosieiieHust B 1892 u 1900 rogax mepeBoaoB
HOBbIX KHMT ['eBapra [4; 5] u B 1913-Mm «Oc-
HOB opkecTpoBk» H. A. Pumckoro-Kopcakoa
[13], «PykoBOACTBO» CIIY>KHJIO JIJisi YUEHUKOB
MEPBBIX PYCCKUX KOHCEPBATOPHUI MPAaKTUUECKU
€IMHCTBEHHBIM Ha PYCCKOM $3bIKE€ IOCOOMEM
[0 UHCTPYMEHTOBKE, YJAOBJIETBOPSIOLUINM «00-
pa3oBaTeIbHOMY CTaHAAPTY» BBICIIETO MY3bI-
KaJbHOTO 0Opa3oBanus'’;

— B 25-netHeM nepeBonuuke «Traité» Ie-
BapTa M BbllyckHUKe [leTepOyprckoil KoH-
cepBaropuu, 0€3yCIOBHO, YK€ IpOCMaTpu-
Bancs Oynyumit YAUKOBCKUM — Benukuii
KOMIIO3UTOp U, roBOps ciioBamu E. B. Hazain-
KMHCKOI'O, aBTOp HE€ HANMCAaHHOW, HO MpOosi-
BUBIIEH ceOs B CUM(POHUUECKUX IIENEBpax
«MY3bIKaJIbHO-TEOPETUYECKONM  KOHUEMIINU
OpKeCTpa, COMOCTAaBUMOMN MO 3HAYUMOCTHU C
TaKMMHU TpydaMH, Kak “Tpakrar o coBpemMeH-
HoM uHctpymentoBke” I. bepnuosa wim “Oc-
HOBbI opkecTpoBkn” H. A. Pumckoro-Kopca-
KoBay [9, c. 35].
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! Hpe;maraeMaﬂ CTaTbs ABJIACTCA IMPOAOJIKE-

HUEM pa3pabOTKH TeMbl, IOCBSIIEHHON IepeBo1Ly
I1. 1. YaiixoBckum «Traité général d’instrumentationy
®. O. Tepapra. Ileppas crarbs «II. M. YalikoBckuii
nepesogur @. O. I'eBapra» omybOamkoBana B «XKyp-
Hae Ob6mectBa Teopun My3biku» B 2013 romy [10].
B Hell paccMaTpuBaroTCs BONIPOCH! €BPOMNEUCKOT0 U
OTE€YECTBEHHOIO MY3bIKaJIbHO-TEOPETUUECKOTO U Ie-
JIarOTMYeCKOro KOHTEKCTOB CO3/IaHUsl EPEBOAA, OCBE-
LIAIOTCS KOMIIO3UTOPCKHUE U MEAaroruueckue mo3uluu
®. O. I'eBapra kak aBropa «Traité général d’instru-
mentation», A. I. PyOuHInTelHa KaKk 3aKa34MKa 1epeBo-
na, a takke [1. M. YalilkoBCKOTro Kak epeBOUHKA.

2 Gevaert Frangois-Auguste. Traité général
d’instrumentation. Exposé metodique des principes de
cet art dans leur application a ’orchestre a la musique
d’harmonie et de fanfares etc. [PykoBomcTBo k oOmieit
HMHCTPYMEHTOBKE. MeToANKa IPUMEHEHHSI IIPABUII ITO-
IO UCKYCCTBAa B TAPMOHUU OPKECTPOBOM MY3BIKH U B Ay-
XOBBIX opkecTpax u T.1.]. Gand, Liege, 1863. [lasiee B
crarbe «Traitéy.

* PasHble TPAHCKPUILUK MPEAJAraloT JIBOSKOE
Hanucanue uMmeHu I'eBapra — Orioct u ABryct. Pas-
HO Kak B XIX Beke MpHHATO OBLIO TPaHCKPUOMPOBATH
¢amuuio Ha pycckoM I'eBapt u ['eBaept. B aBTorpade
nepesoga I1. M. YalilkoBckoro BcTpedaeTcst eué OfHO
Hanmcanue: ['ésapr (Bcepoccuiickoe Mmy3eiiHoe 00b-
e/IMHeHHE MY3bIKalbHOH KynbTypsl (BMOMK) wum.
M. U. I'munku, ¢. 88, Ne 170, 1. 66 06.). OHO, 07HAKO,
HE NpUHATO B nepBoM u3nanuu nepesona (I1. FOpren-
coH, 1866), rne ucnonb3yeTcst BapuaHT [ eBaepr.

* PyKOBOZACTBO K MHCTPYMEHTOBKE, COYMHEHHUE IPO-
teccopa A. @. I'eBaepra. [lepeBon ¢ dpaniry3ckoro, ¢
prOaBIeHNEM TTaPTUTYPHBIX IIPUMEPOB U3 PYCCKUX CO-
ynHeHHH, npodeccopa I1. Y. YaiikoBckoro. Mocksa: y
II. Y. KOprencona, 1866. Jlanee B crtarbe «PykoBoj-
ctBo». [locnenyromue nurarsl u3 «PykoBoaCTBa» Hpu-
Bomsites mo: Yaiikosekuid [1. W. [TomHOE cobpanme coun-
HeHuil. JIuteparypHsle mpou3sBeneHus u nepenucka [17].

> Tak B nurare. Y II. U. Yalikosckoro: «Tom JKoHc
Owmwmnnopay. «Tom JIxkoHC» — KOMHUYECKas omepa
®. A. dununopa, nubperro A. IlyaHcuHe 1o pomaHy
«Ucropus Tomaca lxxoHca, Haiaénsimay I. dunaunra.

¢ 3aMeTnM, YTO «IIPOU3BOI» MEepeBOAYHKa YaiKkoB-
ckoro nowmeén u aaneuie: [1érp Unbud onyctun narHaj-
LaTh NPUMEUAHUN TEXHHYECKOIOo XapakTepa, HUMEIo-
muxcs B yueOnuke ['eBapra.

’GleichF. Handbuch dermodernen Instrumentierung
fiir Orchester und Militdrmusikkorps. Lpz., 1860. Ile-
peBeneHo ¢ Hemenkoro B. M. PackpbiTh nHMLIMATBI aB-
TOpa NEepeBo/ia Ha aHHBIM MOMEHT He YAaloCh.

8 Lobe J. C. Katechismus der Musik. Weimar, 1851.
He cnenyet nyrats ¢ nepeBogoM «My3bIKaabHOIO KaTe-

xu3ucay Jlobe, ocymectenénnsim 1. Y. YaiikoBckuM B
1869 romy. AHOHUMHBIH TiepeBon 1864 rona ObLT U3MaH
B Bapmase X. A. Onnenem, koroporo 0. A. Kpemnés
OIUO0YHO CU& MepeBOJIUKOM [6, c. 563].

® Kolbe O. Kurzgefasstes Handbuch der General-
basslehre. Lpz., 1862.

19 31eck 1 Janee B LUTATaX pa3psiika U31aTeIbCKasl.

"' TakoBbl, Hanipumep, BbinonHeHHbIe A. H. Cepo-
BBIM IepeBOJbl myOnmuuucTuueckux pador @. Jlucra,
onyOJINKOBAaHHBIX MM B «My3BIKQJIBHOM M TeaTpajb-
HOM BecTHHKe» B 1856 m 1858 romax. Kak mnummer
. Penenennunr, «CepoB CTpEMUIICS B KOPOTKOE BpeMst
J00OHUTHCs IBYX Beleil: B 1856 . — pe)opMbI My3bIKaJIb-
HOW KM3HH, TT0I00HOH TOH, KOTOpast ObLIa IpeIIoKeHa
JIucToMm B IMKIIE CTaTel 10 HCTOPUU ONEPHI U YACTUYHO
B cTathe 0 MeliepOepe; B 1858 . — mpuBUBKHU BarHEpOB-
ckux omnep B Poccuny» [11, c. 182].

12 KonuvecTBO ke ynomMuHaHuii YalKoOBCKUM My-
3bIKM [TIMHKK B TeKcTe MepeBoja HEe OrPAHUUYUBACTCS
STHMH HOTHBIMHU NpuMepaMu. Hanpumep, k nepedunciie-
Huto [eBapToM B § 345 «BenuKoICTHEHIIUX 00pa3IOB)»
HMHCTPYMEHTAJIBHBIX Ipetoauil B onepax [mroka, Jlromn-
mu, berxosena, Criontunu, Poccunn, MeliepOepa oH
no0aBisieT cieyroniee npuMedanue: «boJbIIMHCTBO
9THX 00Pa3LOB MEPKHET IpeJl KPacoToro [ TMHKMHCKHUX
aHTpakToB, ocobenHo “Pycnana™» [17, c. 291].

B Oty uens npecieayet A. H. CepoB B Ha3BaHHBIX
repeBogax myonunuctuaeckux pador @. Jlucra [11].

" CrpaBesIMBOCTH PaaM CIEIyeT 3aMETHTh, YTO
B KOHIE *kM3HU Kilou uMen MyXecTBO HpHU3HAThCA B
omuOKax, COBEPIIEHHBIX UM B IEPHOA MOJOIOCTH H
aKTUBHOM KpuTtnueckoil pesrenpHocTH. K 1916 romy
OTHOCHUTCS €r0 OTKPOBEHUE B TOM, YTO HAlMCAHHbBIE UM
B 1864 rony crareu «pe3ku, 6e3aneUIsIIHOHHBI U 4acTo
C HEBepHOI oueHkol» [7, c. 467].

'S 3nech U anee B LUTATEe KyPCUB M31ATEIIbCKHIA.

6 3nech U manee B HUTATaX BHIICICHO B U3/IaHHU.

7 [lpumevaTesabpHO, YTO OO MEPEBOJOB Ha pyc-
CKHUI S3bIK HOBBIX TpynoB I'eBapra B Poccun mosiBui-
Csl JIMIIb OAMH TIEPEeBOA B OOJIACTH MHCTPYMEHTOBKH,
a umenHo: 1873. bepnuo3 I. Jupmxkép opkectpa [Le
chef d’orchestre: théorie de son art. 1856] / nep. ¢ ¢p.
I1. A. Illyposckoro. ITpu atom 3a nepuoxn ¢ 1866 (nepe-
Bo YaiikoBckoro) o 1892 (mepeBon Apca) B EBporie, He
cunTasi Ha3BaHHBIX padboT ['eBapTa, BBIIUIN B CBET, HO HE
ObUIN ITEepeBECHBI Ha PYCCKUM SI3BIK TAKUE TPY/AbI aBTO-
PUTETHBIX TeopeTHKOB, Kak: 1880. Bussler L. Praktische
musikalische Kompositionslehre (III. Instrumentation
und Orchestersatz); 1888. Riemann H. Katechismus der
Musikinstrumente (Instrumentationslehre); 1888—1889.
Prout E. The orchestra. T. 1-2; 1889. Jadassohn S. Die
Lehre von der freien Komposition, II: Lehrbuch der
Instrumentation.
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MepeBoa I. U. YaiikoBckum «Traité général d’instrumentation»
®. O. IeBapTa B KOHTEKCTE BpeMeHHU

OOBEKTOM HCCIICNOBAHUS B CTaThe SBIsACTCS BHIMOMHEHHBIH [1. M. YaiikoBCkuM mepeBos ¢ (paHIfy3CKOTO SI3bIKa Ha
pycckuii «Traité général d’instrumentation» @. O. I'eBapra. Janusiit Tpyn Obu1 omryOnrkoBaH m3naTenscTBoM 1. FOp-
TEHCOHA I0]] Ha3BaHWEM «PyKOBOJCTBO K MHCTPYMEHTOBKe» B 1866 romy. [lepeBon mpeacTaBieH Kak MPOIYKT CBOCH
SII0XU M, OAHOBPEMEHHO, KaK MaMITHUK MY3bIKaJIbHO-TEOPETUYECKON MbICIN BTOPOM mosnoBuHbl XIX Beka. ABTOp
CTaThbM paccMaTpUBAacT TaKue 0COOCHHOCTH TEPEBO/A, KaK COCTMHEHNE HAyYHOH U MyOIMIINCTHUECKON CTHIIMCTUKI
B TEKCTE Ha PYCCKOM SI3bIKE, BHEIPEHHE NEPEBOJUMKA B OPUTHMHAIBHBIN TEKCT B (JOpME CIIOBECHBIX KOMMEHTApUEB
1 JIOTIOJHUTEIBHBIX HOTHBIX IpuMepoB ((parMeHTsl npousBenernit M. M. I'muuku), couetanne nepeBoaa ¢ KpUTH-
KoM psima mo3unmii aBTopa. [lono6HbIe HomyIeHns aHa3upyroTes ¢ yaérom: 1) Tummanoro aist Pocenn XIX Beka
BO3JCHCTBHSA MyONUINCTUKN HAa HAYYIHBIA NEPEBOJ; 2) XapaKTEPHOTO MOAXO0/A K MEPEBOLY KaK K MPOCBETUTEIBCKOM
JESTENLHOCTH; 3) BO3MOKHOCTH BBICKa3bIBAHUS MEPEBOTYNKOM COOCTBEHHOTO B3IVIsI/Ia HA MPEAMET, HE BCETIa CO-
BIIAJAIOLIETO C MO3MLHUEN aBTOpa NepeBoAuMoro tekcra. Ilpennoxen pakypc noaxona k nepesoay YalKkoBCKOrO Kak
(hopmMe TBOPUECKOTO MOCPETHUYECTBA MEXIY KYJIBTYPaAMH.

Kirouessre cnosa: I1. U. Yaiikosckuit, @. O. I'eBapT, HHCTPYMEHTOBKA, MEPEBONI MY3BIKaJILHO-TEOPETHUECKUX
TpyznoB B XIX croneruu, 1uanor KyJibTyp
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Piotr Tchaikovsky’s Translation of Frangois-Auguste Goevart’s
“Traité général d’instrumentation” in the Context of Its Time

The object of research in this article is Piotr Tchaikovsky’s translation from French into Russian of Frangois-Auguste
Goevart’s “Traité général d’instrumentation.” This work was published by the P. Jurgenson Press under the title of
“Guidebook for Orchestration” in 1866. The translation is presented as a product of its age and, at the same time, as a
monument to the musical theoretical thought of the second half of the 19th century. The author of the article examines
such peculiarities of translation as the unification of the scholarly and journalistic stylistics in the text in Russian,
the translator’s involvement in the original text in the form of verbal commentaries and additional music examples
(fragments of musical compositions by Mikhail Glinka), the combination of translation with criticism of a set of the
author’s position. Such admissions are analyzed with the consideration of: 1) the influence of journalism on scholarly
translation, typical for 19" century; 2) the characteristic approach to translation as social and educational activities;
3) the possibilities of utterance by the translation of his own views on the subject, not always concurrent with the
positions of the author of the translated text. A perspective of the approach towards the translation of Tchaikovsky is
suggested as a form of artistic mediation between cultures.

Keywords: Piotr Tchaikovsky, Francois-Auguste Goevart, orchestration, translations of music theory works in the
19" century, dialogue of cultures
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